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CHAPTER I 
THE PROBLEM 
General statement £! ~ problem 
When studying and listening to chamber music, one be-
comes aware that the clarinet occupies a favored place in the 
works of many great composers. When they desired a wind in-
strument capable of displaying feats of technic, as well as a 
singing quality for their melodies, they often turned to the 
clarinet. 
The clarinet is well suited to satisfying the com-
poser's desires. It possesses three distinctly different 
qualities of tone. The lower register has a dark, smooth, 
velvet sound. The middle register, especially above the 
"break" has a clear, ringing tone, and the high register is 
capable of speaking with authority and brilliance. 
In addition to the aforementioned qualities, the 
clarinet has another highly desirable characteristic, the 
ability to execute extreme gradations of dynamics. To a 
great extent, it is this quality that gives the clarinet 
its expressive powers. 
The clarinet also possesses a high degree of 
flexibility. Composers have thought nothing of demanding 
the 
and 
execution 
1 
a fifth. 
2 
of leaps covering a range of over two octaves 
It is significant that some of the greatest chamber 
music of the late eighteenth and nineteenth centuries 
utilizes the clarinet as the only wind instrument. In fact, 
many of these compositions represent the highest evolution 
of the musical styles of the classical and romantic eras in 
music history. 
Significance 2! ~ problem 
Since a good portion of the repertoire of great music 
for the clarinet lies in the field of chamber music, a study 
of a significant part of this literature should help one to 
recognize and understand its place in the history of music. 
A thorough knowledge should contribute, also, to a finer per-
formance of the music. 
Delimitations 
Only music written between the years 1750 and 1899 
will be considered. Also, only music involving clarinet, one 
stringed instrument and piano, clarinet and string trio (vio-
lin, viola, and cello), and clarinet and string quartet (two 
violins, viola, and cello) will be used. Since within these 
combinations are included most of the masterworks of clarinet 
chamber music, it is felt that this will be a representative 
sampling. 
1Geoffrey Rendall, The Clarinet (New York: Philo-
sophical Library, 1954), p.~. 
3 
Specific statement 2! ~ problem 
It is the purpose of this document to show, through 
analysis, that the chamber music including clarinet represents 
the essence of the musical styles of the late classical and 
romantic eras. 
Sources 2! ~ 
The main source is the music itself. The analyses 
have been made from first editions whenever available. For 
historical background of the clarinet's mechanism, and the 
late classical and romantic eras, recognized authorities 
have been used as set forth in the bibliography. 
Organization 2! ~ 
The organization of music into chapters is according 
to instrumentation. The organization of the music inside the 
chapters is by date of composition (if known), or by date of 
publication. 
All keys in the text are concert pitch unless other-
wise labeled. Clarinet parts in the figures are transposed. 
Indication of the octave in which a given pitch sounds is 
set forth according to method number one, p. 586, in the 
~ 
Harvard Dictionary 2! Music, Willi Apel, editor. 
2second space £• bass clef, is designated by c; 
middle~- c'; third svace c in treble clef,- s''; 1irst s 
above treble clef,- s' '· -
CHAPTER II 
EVOLUTION OF THE CLARINET MECHANISM 
An understanding of the clarinet, as it was known to 
the composer, will contribute to a greater understanding of 
his music for that instrument; therefore, this chapter will 
describe the development of the clarinet mechanism from the 
beginning through the nineteenth century. 
Modern writers usually explain the invention of the 
clarinet by saying that Johann Christoph Denner and his son, 
Johann Denner, added a speaker key to the chalumeau, thereby 
greatly increasing its range. Also, the Denners are usually 
given the credit for adding another key to the bottom joint 
1 to bridge the gap between the lower and higher registers. 
Neither of these statements can be proved. 
It cannot even be proved that the seventeenth centu-
ry chalumeau that J. Denner knew was a single reed instru-
ment. No matter how much one may search through museum cata-
logues, there cannot be found an extant specimen. Even the 
eighteenth century chalumeaus described and depicted by Di-
derot and Reynvaan cannot be used as models for the seven-
teenth century instruments because they may have been 11 1m-
proved" models whose existence was hinted at by Doppelmay~. 
1willi Apel, Harvard Dictiona~ of Music (Cambridge: 
Harvard University Press, 1944), P• 1~.---
5 
~ chalumeau 
For two reasons the most that one can say is that the 
chalumeau was the probable ancestor of the clarinet. First, 
the word chalumeau was given no consistent meaning by early 
writers. Johannes Walther, in his Lexicon of 1732, gave as 
a definition the follovring: "a. a shawm (schallmey), shep-
herd's pipe (Schafer-pfeiffe); b. the pipe of a bagpipe; 
c. a small wind instrument with seven holes; d. a small 
boxwood instrument with seven holes on top, one underneath, 
and two brass keys. •t 2 Definitions .£. and .9, show that the v-rord 
chalum.eau could be used for both the instrument nolr bearing 
that name and the instrument now called the two-keyed clar-
inet. · 
. . 
lWt· ..... <fJtlS J 
Figure 1. A. chalumeau (Diderot); B. chalumeau 
(Reyuvaan) 
Second, a statement made by Doppelmayr would lead one 
to believe that the clarinet was a separate invention, rather 
2 Adam Carse, Musical Wind Instruments (London: Mac-
millan and Company, Limited, 193§), p. 148. 
~ 
. . 
6 
than just an improvement over the chalumeau. He said, in his 
Historische Nachricht !2a S!a Nurnbergischen Mathematicus 
~ =K~un~s~t=l~e~rn=, that Johann Christoph Denner, a flute (recor-
der) maker, had invented the clarinet and improved the cha-
lumeau.3 This could mean that the clarinet was a separate 
invention rather than just an improvement. History shows 
that advanced instruments usually evolve from primitive in-
struments, however, so it is reasonable to infer that the 
basic idea for the clarinet evolved from the chalumeau. 
Baines has one further suggestion. Denner was a re-
corder-maker, and the body of the two-keyed clarinet looks 
more like a recorder than a chalumeau, so the 
have had, not one, but two instruments as its 
clarinet might 
4 
ancestors. 
There is also disagreement when the word clarinet, or 
its equivalent, was used for the first time. Appel says that 
it was first used by Walther in his Lexicon of 1732. 5 Ren-
dall, in his book The Clarinet, states that " ••• in 1716 or 
........ 
just before Roger was advertising 'Airs ! deux clarinettes 
6 
ou deux chalumeaux'." In any case, the term clarinet came 
into general use soon after the turn of the eighteenth century. 
3Ibid., P• 150. 
4 Anthony Baines, Woodwind Instruments and their 
History (London: Faber and Faber, Limited, 1957T; p. 297. 
5 
Apel, ~· £11•• P• 153. 
6 Rendall,~· £11•• P• 66. 
~ ~-keyed clarinet 
The instrument, as it was first developed, consisted 
of three pieces, a mouthpiece and barrel joined together as 
one unit, a long body, and a foot joint. The body was pier-
ced by six holes in front and one behind. The foot joint had 
two small holes bored side by side. The lower compass was to 
a written! with all holes closed.7 
~~-~--1"""[1{-J 
~: ~-at:»-
, Figure 2. Two-keyed clarinet, front and back (Di-
derot) 
Two keys were appended to the upper joint. Opening 
either key produced the note ~' and opening both simulta-
neously produced the note 2.• Evidently :e,b was sounded by-
loosening the lips and c~vering some of the tone holes. 
Either key could be used also as a speaker key to produce 
8 
the twelfth above. 
7one of Denner's original clarinets is catalogued as 
Number 20 in the Baierishes Nationalmuseum, Munich. 
8 
Curt Sachs, The History of Musical Instruments 
(New York: W.W. Norton-ind CompanY: 1940), pp. 411-412. 
7 
The first great improvement was made when the hole 
for the thumb key was reduced in size and moved upward.9 
This allowed the ~b to be produced when both keys were 
opened at the same time, and made the twelfth above easier 
to produce. 
The two-keyed clarinet had one major disadvantage. 
All the semitones except ~b and !#had to be produced with 
the help of forked fingerings, which were made by closing 
8 
one or two holes immediately below the hole that was sounding. 
While this lowered the pitch approximately a semitone, it 
also greatly reduced the resonance and made the playing 
of fast passages involving a succession of half-steps ex-
tremeiy difficult. 
!h! ~-keyed clarinet 
For this reason the tw·o-keyed clarinet was super-
seded in about 1770 by one with five keys. The extra keys 
enabled the performer to play some of the semitones by means 
other than the use of forked fingerings. 
• • • 
Figure 3. Five-keyed clarinet. 
9Th1s improvement can be seen in clarinet No. 912 in 
the Brussels Museum. It is stamped with the name I. Denner. 
9 
The five-keyed clarinet must have been quite popular 
because there are specimens listed in almost every museum 
catalogue that may be consulted. Many authors think that it 
was the five-keyed clarinet Mozart had in mind when he wrote 
his music, but Gerber, in his Lexicon of 1814, cites an ar-
ticle in the Modenjournal which contains a description of An-
ton Stadler's clarinet. 10 Stadler, fnr whom Mozart wrote his 
concerto and quintet, had a more elaborate clarinet which was 
fitted with an extension to written~· He also had an extra 
key for S#• 
IB! thirteen-keyed clarinet 
The next great improvement was made by !wan Mllller 
when he introduced his thirteen-keyed clarinet about the be-
1 1 ginning of the niheteenth century. 
Figure 4. Thirteen-keyed clarinet. 
P• 74. 
1°Gerber, Lexicon, 1814, cited by Rendall,~·£!!., 
1 1 Sachs,~· £!!., p. 413. 
10 
Mftller's instrument had a separate key for each 
semitone in the chromatic scale, which allowed the player to 
dispense with the system of forked fingerings. Mftller also 
changed the size and placement of many of the holes in order 
to improve the intonation. 
~ Boehm-system clarinet 
Finally, in about 1842, Hyacinthe Klose, working with 
August Buffet, made a series of radical changes in the fin-
gering system. Klose and Buffet adapted the system of rings 
to the clarinet which had been pioneered so successfully on 
12 
the flute by Theobald Boehm. These rings allowed one finger 
to control the opening or closing of several holes at a time. 
The success of this new key arrangement, which was pa-
tented ,in 1844, iS evident, since most clarinetists still 
use instruments built on Klose's arrangement of the Boehm 
rings. 
01 ll[: ll <>--~~ ! 6],....__::) 
Figure 5. Boebm-system clarinet. 
12Francis w. Galpin, A Textbook of European Musical 
Instruments (London: Williams-and Norgati; Limited, 1937), 
p. 188. 
1/1 
11 
Many other people have tried to overcome the faults 
of the Boehm system clarinet, but no one person's ideas have 
met w1 th any measure of acceptance. The great virtue of the 
Boehm system is its relative simplicity. As yet, no one has 
been able to retain this simplicity and still make a sig-
nificant improvement. 
Even the Boehm system has not been universally ac-
cepted, however. Many European players still use the Mftller 
system or the Albert system, another mechanism which became 
popular in the military bands of the late nineteenth century. 
Changing~ quality 
The tone of the clarinet must have been quite shrill 
in its infancy; in fact, its very name was probably derived 
from this characteristic. Clarinetto is a diminutive of the 
word clarino, which was the name given to the highest re-
gister of the trumpet. 13 About 1850, published method books 
emphasized the 
tone of recent 
"now fuller, much softer and more agreeable" 
14 instruments. Presumably, this change in 
tone quality was obtained by expanding the bore, adding a 
bell with a larger flare, shrinking the size of the mouth-
piece, and using a smaller reed. 
1 ~arl Geiringer, Musical Instruments (New York: Ox-
ford University Press, 1945), P• 137. 
14sachs, 22• s!!•• P• 412. 
12 
Influence .2! ~ .2!! tone guali t:y 
Tone quality is further affected by the pitch of 
the instrument as determined by its size. Generally, the 
smaller the instrument in length and bore, the shriller will 
be its tone. As the instrument is made larger, the tone be-
comes progressively more resonant and mellower 1n sound. 
Many composers were well aware of this character-
istic and chose to compose for a particular size of clarinet. 
Mozart wrote both of his major compositions for Anton Stad-
ler, and since Stadler owned clarinets of several different 
pitches, Mozart could have had his choice of instruments. 15 
In choosing to write for the ! clarinet, he indicated his 
preference for a softer, mellower-toned instrument, espe-
cially as a solo voice in combination with strings. 
Brahms wrote a quintet and trio for the ! clarinet 
at a time when the Boehm mechanism would have enabled MHhl-
feld, a famous virtuoso for whom the music was composed, to 
have played them on the '§.b clarinet. The richness of these 
works, however, is particularly suited to the warm, dark 
tone of the ! clarinet, and Brahms must have had this in 
mind when he made his choice. 
15Rendall, loc. cit. 
--
Smmag 
The clarinet gained acceptance as an important musi-
cal instrument slowly at first because of its technical de-
ficiencies; however, this was followed by a rapid rise in 
acceptance as the mechanism progressed through various 
stages of improvement. 
Mozart gave impetus to this development with his 
concerto. The virtuoso tradition was then carried on by 
such composers as Weber, Spohr, and Brahms. 
The application of the Boehm patent to the clarinet 
was the last major development until the present. The only 
basic improvements to be accepted by the majority of clar-
inetists since 1844 have been 1n the bore, mouthpiece, and 
reed. 
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CHAPTER III 
CLARINET IN THE PIANO TRIO 
Sonata 1-E, l!b Hajor 
Wagenseil, Georg Christoph (1715-1777) 
Clarinet, violin, and basso-continuo 
lfagenseil, an Austrian composer in the court of 
Maria Theresa, studied 'I'Ti th J .J. Fux, a noted authority 
and author on the subject of counterpoint. However, contra-
puntal techniques are not utilized in this piece of music. 
The Sonata, the original signed manuscript of which 
is now in the Library of Congress, is written in through-
bass style. Nothing is known of the history of this par-
ticular piece of music, since there seems to be no record 
of Wagenseil's compositions. 
The clarinet in use during the time of Vlae;enseil was 
a two-keyed instrument incapable of any great display of vir-
tuosity; nevertheless, this simple piece of music shmrs that 
the clarinet was already being recognized for its ability to 
play an expressive melody. The violin in this composition is 
used for harmony only; never once does it claim a share of 
the melody. The continuo part designates no particular in-
strument, but a piano doubled by the cello is a practical 
choice. A string bass, sounding an octave lower than the 
part is written, probably should not be used. 
The first movement, marked andante is a simple, two-
part song, modulating to the dominant and then back to the 
tonic. The first melody exploits the ability of the clari-
net to encompass large skips smoothly and easily. 
Figure 6. Melody with large skips, bars 1-2. 
There are fe1v slurs or expression marks, the custom 
15 
in those days being for the performer to supply them at his 
own discretion. Even so, the composer felt it necessary to 
suggest dynamics and phrasings in certain important places in 
the music. He made the insertions only once, hovrever, and 
then left the same musical figures unadorned when they were 
repeated later in the movement. 
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Figure 7. Variation in slurs, bars 5-6. 
The second movement, marked adagio, is again in the 
form of a two-part song . The melody makes use of only those 
accidentals that gave the least trouble as forked fingerings 
on the two-lceyed clarinet. The range in this movement, and 
in the whole piece, for that matter, never goes lower than 
! for the clarinet. 
16 
The third movement, an ABA form with no modulation, 
lets the clarinet show a small amount of technical brilliance 
through repeated sequential passages involving sixteenth-note 
runsr---------------------------~----~--~~--------
II I 
II II I 
I , 11 r 
~v a ...,....,. I'~~ 
~ I I I 
Figure 8. Sequential passage, third movement, bars 
9-11. 
The abbreviation c-h-a-1., standing presumably for 
chalumeau, is written over the top of some of the phrases 
on the clarinet part. This was common practice and meant 
that ~he parts so ma~ked were to be played an octave lower. 
It is peculiar, though, that in some sections where this 
' 
marking occurs in the clarinet part, the harmony in the 
violin is actually written an octave lower. 
1\ c./. .r. --- Chtt.] . II II -#- I II • • 
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Figure 9. Example of c-h-a-1., third movement, bars 
3-6. 
This piece of music may have been written to feature 
the clarinet, because the composer gave the interesting parts 
to that instrument. This melodious piece of music would 
make a useful addition to the stock of music available to 
17 
those who are still preparing themselves for the more dif-
ficult pieces of clarinet literature. There are no extremes 
of range and no technical spots for the modern clarinet, but 
some editing is required to bring this music in line with pre-
sent day performance practices. In the first two movements 
the thirty-second notes and some of the eighth-notes should 
be slurred in order to preserve the legato style needed. If 
all the sixteenth-notes are tongued in the last movement, 
there · is an unnecessary amount of choppiness, so these, too, 
shou~d be at least partially slurred. 
r I • • • 
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Figure 10. Example of editing, figures 1 and 4. 
!tl,2 .Y! .!b Major, !• 498 
Mozart, Wolfgang Amadeus (1756-1791) 
Clarinet or violin, viola, and piano 
The Tirio in Eb, composed in 1786 for Franziska von 
---
1 Jacquin, treats an unusual combination of instruments. Com-
posers rarely pair the viola and clarinet because of the 
1otto Jahn, Life of ~ozart, trans. Paulina Townsend 
(London: Novello, Ewer-8n~Company, 1891), p. 465 • 
.. 
similarity in their ranges; Mozart solved the problem by 
not permitting the clarinet to use its low range, other 
than momentarily. This register is reserved for the viola. 
18 
Considering the short time between the composition of 
Mozart's l!!2 and the one written by Wagenseil, it is interest-
. 
ing to note the increased use of the technical resources of 
the instrument. The new five-keyed clarinet, not yet in-
vented in Wagenseil's time, made chromatics and richly or-
namented passages far easier to play, and, because of this, 
less risky to write. The opening clarinet melody in the 1£!2 
illustrates this. 
X I ,• J. I I , _-: ~ _1. 
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Figure 11. Example of ornaments and chromatics, bars 
9-13. 
Mozart also departed from custom in the first theme, 
writing out the ornaments in full. 
The 1!12 was written for, and dedicated to, a young 
pianist who was a friend of his. It can be expected that 
the major share of the technic and thematic development 
will be given to the piano: such is, indeed, the case. 
Ill 
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The piano states the first theme and is answered by 
the clarinet, Then the piano varies the theme, while the 
clarinet plays an obbligato, All the while the viola is play-
ing accompaniment figures. This remains, essentially, the 
scheme of the entire first movement. 
The music has a lightness and transparency which is 
very attractive, possibly because the clarinet remains in 
the upper register throughout. 
The alternate violin part and the clarinet part are 
identical, The music is clearly written in such a fashion that 
it makes no difference which instrument plays the part, other 
than changes of tonal quality. 
The second movement, a minuet, is broad and stately. 
It seems to have a more serious character than the other move-
ments. The viola part in the trio of the minuet contains 
several bravura passages, but at no time is the clarinet al-
lowed to follow suit. 
The fourth movement, marked allegretto, starts off 
with a simple melody played by the clarinet. The melody is 
next given to the piano with an accompaniment in the viola. 
The piano part contains several running sixteenth-note pas-
sages, but nothing to cause a talented amateur more than mo-
mentary trouble, 
The clarinet also has several interesting passages. 
In the seventy-third measure an Alberti bass takes the clarinet 
20 
into the lower register for the first time. The bass figure 
accompanies a melody written above it for the viola. This is 
the only place in the Trio where Mozart crossed the voices of 
-
the two instruments for any length of time. It is also one 
instance -vrhere the alternate violin part is much less ef-
fective than the clarinet part. When the Alberti bass is 
raised an octave to accommodate the range of the violin, the 
notes overlap the melody in the viola. 
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Figure 12. Alberti bass, third movement, bars 71-72. 
The last movement gives the clarinet several extended 
technical passages to play. The first passage is built 
mainly on the ~minor scale, and the second is concerned with 
the resolution of an ! major arpeggio to the temporary key of 
II 
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~b. Neither of these gave any trouble on the five-keyed 
clarinet, although there is some fast tonguing involved. 
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Figure 13. Technical passages, third movement, bars 
83-88' 118. 
I 
The alternate violin part has to be written different-
ly for the second example above because of the range. 
Figure 14. Variation in violin part, third movement, 
bar 118. 
The rondo goes on to a gay conclusion after having 
given each instrument a chance to shine briefly. 
The ··Schirmer edition of the !!:!.£ sho1vs several marked 
differences from the original. The definitive Edwards edition 
of the original contains very few dynamic markings, whereas 
the Schirmer edition has them in profusion. The slightest 
imagined nuance is spelled out in great detail. 
The Schirmer edition has also added a great number 
of slurs which sometimes seem to take away considerable 
vigor and rhythmic vitality from the music. An added long 
slur in figure fifteen only blurs the melodic ornament em-
phasized by Mozart with a separate attack. 
Figure 15. Example 1, editing, first movement, 
bar 9. 
The Schirmer edition also changes the entire char-
acter of the ending of the first movement. Mozart wrote a 
smooth ending with no dynamic indications. The ending, as 
' 
revised by Adamowski, is changed to a staccato phrase which 
tapers off to a pianissimo. No musical reasons are apparent 
for such a revision. The editor has not clarified the ori-
ginal intent of the composer: he has changed it. In many 
compositions ·there are editorial questions, but not in this 
work which is available to the editor in its original form. 
22 
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Figure 16. Example two, editing, first movement, bars 
127-129. 
The Trio is in the same light style as the Mozart 
-
Divertimentos, and is not nearly so weighty and technically 
difficult as the same composer's Quintet and Concerto writ-
ten for the clarinet. Mozart must have made a detailed study 
of the instrument before composing the latter two works. 
!!:ll ~ .J?.b Major, Opus 11 
Beethoven, Ludwig van (1770-1827) 
Clarinet or violin, cello, and piano 
Little is known of the history of the !!:ll• ~ 11• 
24 
It is dedicated to the Countess von Thunn, the mother of 
Prince Carl Lichnowsky, a man who first championed Beethoven 
in Vienna. There are sketches of the adagio in the British 
Museum. It is known also that the last movement, a set of 
variations, is based on the theme of a trio from Weigl's opera, 
2 
"L'Amor Marino". The inscription, "Pria ch'io L'impego", at 
the beginning of the last movement refers to the words from a 
trio in the opera. The Opus 11 was published in 1798 and may 
have been written with the clarinetist Beer in mind.3 
The 1!!£ was held, by a critic writing for the 
Allgemeine Musikalische Zeitung, to be promising, but in need 
of more "natural" writing. A contemporary author dismisses 
. 4 
it simply as not worth mentioning. It is a rather light 
work, but should not be discarded this easily. 
The first movement is in sonata form and is marked 
allegro con brio. It presents very few challenges to 
2Alexander lT. 1hayer, The Life of Ludwig van 
Beethoven (New York: The Beethoven-xsBoCiation, 1921), p. 225. 
~Ibid. 
4-
Paul Nettl, Beethoven Encyclopedia (New York: 
Philosophical Library, Incorporated, 1956), p. 281. 
either the clarinetist or the cellist. The piano part, how-
ever, is quite difficult, as might be expected from the pen 
of a young piano virtuoso. The clarinet stays in the middle 
and upper range most of the time, making practically no use 
of the lower range for melodic purposes. 
Beethoven wrote an alternate violin part, so a good 
chance is offered to see if any differences exist in the 
way the parts are written for the two instruments. Only in 
two places is there a slight difference. The sixteenth-note 
runs in the violin are changed because Beethoven takes the 
clarinet to the lowest note in its range, a note that cannot 
be played on the violin. 
Figure 17. Change because of difference in range, 
first movement, bars 215-217. 
25 
The second movement, marked adagio, presents a lovely 
melody first in the cello and then in the clarinet. This 
melody, replete with embellishments, is then given to the 
piano, where it stays for the most part until the end. Again 
the piano is called upon to display great technical agility, 
while the other instruments are given secondary parts. 
The clarinet and violin parts are identical, and the clari-
net never once descends into the lower register. 
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Figure 18. First theme, second movement, bars 8-16. 
The last movement presents a banal theme which, 
through Beethoven 's genius, is then transformed into a 
thing of worth in a series of nine variations and a coda. 
ijtttt I£ raul; srtu itJ i rralw Fll 
l 
Figure 19. Theme, third movement, bars 4-8. 
Variation two is slightly unusual. It combines 
.... 
the clarinet and cello in an unaccompanied, contrapuntal 
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Figure 20. Variation two, third movement, bars 36-40. 
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Variation three calls forth the most technical dis-
play to be found in the entire work. Even this, although it 
requires some rapid tonguing from the clarinetist, is built 
on the ~b concert scale and is not particularly difficult. 
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· Figure 21. 1Jariation three, third movement, bars 49-53. 
From variation three until the end the music is domina-
ted by.the piano, the cello and the clarinet supplying harmony 
and occasionally stnging the melody. 
The clarinet writing in the !I12 suggests that the 
clarinetists of Beethoven's day were lacking in technic. 
Another explanation may be that Beethoven was giving the clari-
net a part to play that was conceived in terms of the music, 
and not the instrument. The Mozart Quintet had already been 
composed for the same five-keyed clarinet that was used by 
clarinetists of Beethoven's acquaintance, and it is much more 
technically demanding. 
Beethoven's writing for the clarinet in this work is 
almost identical to that used by Mozart in his 1!12, K· 428. 
Both composers make no melodic use of the lower register and no 
28 
heavy demands on the performer. The instrument of that time 
had a notoriously weak and out-of-tune chalumeau register be-
cause of its small bore, and this may have influenced both 
composers to stay away from the low notes. 
The clarinet stays above the cello at all times, and 
no attempt is made to cross the ranges of the two instruments. 
This device, incidentally, is used very effectively by Brahms 
in his lti2• 
Trio !!! !!,b MaJor, Opus ~ 
Beethoven, Ludwig van (1770-1827) 
Clarinet or violin, cello, and piano 
Opus ~ is a transcription by the composer of his own 
Opus gQ for clarinet, French horn, bassoon, violin, viola, 
cello, and string bass. The Opus gQ was completed during 
1800 and was transcribed in 1805. Opus gQ is designed to set 
off two contrasting groups of instruments, the winds and the 
strings. The clarinet is the leading instrument in the wind 
group, and the violin is the leader of the strings. Beetho-
ven's problem in transcribing the Septet was to select the 
most representative two instruments for inclusion with the 
piano. 
He selected the clarinet as the main melodic instru-
ment and cast the cello in a supporting role. The cello is 
called upon to play not only its own part, but also to sub-
stitute for both the bassoon and the string bass. The clarinet 
part remains essentially the same as the original in the 
transcription, and the piano assumes the other instrumental 
parts. 
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The Trio is in the form of a divertimento and has six 
........... 
movements. The first movement starts with a short adagio in 
3/4, which builds up to an allegro con brio in 2/2. The last 
two bars of the adagio have an interesting feature. Beethoven 
changes the note pattern in the alternate violin part for no 
apparent reason. Such a complete revision is not necessary 
just to compensate for the difference in range between the 
clarinet and the violin. This little revision is not borrowwd 
from Opus gQ, because the figure does not appear in that piece 
of music. 
Figure 22. Difference between clarinet and violin 
parts, first movement, bars 17-18. 
Other than this, the clarinet and alternate violin 
parts are the same. The clarinet is used mainly as a melodic 
instrument and plays nothing that is technically difficult. 
The Septet was written during the period when 
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Beethoven was treading the known paths of Haydn, C.P.E. Bach, 
and Rust; still, he manages to inject a good deal of romanti-
cism into the second movement, an adagio cantabile. The 
melodious first theme is given to the clarinet in both Opus 
,gQ and Opus 2§.. 
Figure 23. First theme, second movement, bars 1-4. 
The construction of the melody in figure twenty-three 
makes one suspect that Beethoven did not concern himself with 
' 
the individual problems of the clarinet. It starts on one of 
the fuzziest and most out-of-tune notes on the instrument anp 
5 then proceeds to cross the break rapidly several times in 
succession. These problems are difficult for even a present 
day clarinetist to surmount. 
The second movement makes no use of the lower register. 
All notes below e' are given either to the cello or to the 
-
piano. 
The third movement is a minuet whose theme was bor-
6 
rowed from the Piano Sonata, Opus ~, !£• g. The clarinet 
5crossing the break means going from a note with all 
keys open to one with all keys closed. This involves a co-
ordinated movement of all fingers at once. 
6 
Thayer, ~· £!!• p. 278. 
assumes the role of an accompanying instrument with only 
one small chance to play the melody. It is permitted for 
the first time to use its lower range effectively. 
Figure 24. 1!:12,, Opus 2.§., minuet, bars 44-48. 
According to Nettl, the fourth movement is a set of 
variations on a melody which is identical with a Rhenish 
7 folk song, "Ach Schiffer, lieber, Schiffer". Thayer, in 
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~ ~ 2£ Ludwig ~ Beethoven, feels that the weight of 
collected evidence shows that the melody was original with 
Beethoven and was made into a song at a later date by another 
8 "' 
man. 
·-Figure 25. Opus 2§, fourth movement, theme, bars 1-6. 
The major share of the technic is given to the piano 
in the variations that follow. Both the clarinet and cello 
have subordinant parts. 
7 Nettl, 2£• £11., p. 230. 
8 
Thayer, 12£. £!!• 
• 
The scherzo is notable only for the fact that the 
clarinet is left out of the 1!1£ entirely. The cello re-
mains with an obbligato to the piano melody. 
32 
The last movement opens like the first with a brief 
slow section followed by a presto. The presto contains se-
veral stylistic traits that have come to be considered as 
typical Beethoven. There are many sudden fortissimos fol-
lowed by pianos. There are also many sforzandos on unaccented 
beats. The piano has a large share of the technic packed in-
to its part. In fact, it takes over, note for note, the 
violin oadenza in Opus £Q. The clarinet and the alternate 
violin parts are identical. 
Beethoven, a fine pianist, would naturally be expected 
to favor the piano when that instrument was a part of the en-
semble for which he was writing. However, his treatment of 
the clarinet leads one to believe that either he did not 
fully understand its technical powers, or that the clarinet-
ists of his acquaintance did not inspire him with confidence 
in the resources of that instrument. 
In both ~ 11 and Opus ~. the clarinet has a chance 
to show only one side of its musical personality, its singing 
tone in the middle register. These are fine pieces of music, 
but they do not give the impression that they were written 
with the clarinet specifically in mind. 
I,tl2 .!!!, "§.b Major, Opus g§. 
Ries, Ferdinand (1784-1838) 
Clarinet or violin, cello, and piano 
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Ferdinand Ries was a pianist and teacher in the city 
of Vienna. He was a pupil of Beethoven from 1801 until 1805. 
He is musically imitative of Beethoven's style because of 
this association. 
The !!12 was written in 1810 and was dedicated to 
9 Clairette Ludwiga. This is five years after Beethoven pub-
lished the last of his two trios. It can be assumed that 
Ries knew about Beethoven's Opus~ since he was studying 
with Beethoven at the time of its publication. 
Five- and six-keyed clarinets were used by most play-
ers in 1805, but by 1810 a different instrument had come to 
prominence. It was the thirteen-keyed clarinet, which had 
been invented by Iwan !-!:filler. An advance can be noticed in 
the technical demands of the Ries 1!:!2• and this may be ac-
counted for by the advent of the new clarinet. 
The first movement is in sonata form. There is a 
short introduction in ~ minor, followed by the first theme 
in "§_b major. A full statement of the first theme never 
occurs in the clarinet part. The second theme is in the key 
of ~,minor. The development section modulates sequentially 
9Kalman Oppermann, Reperto?," .Q! .:!:.h! Clarinet (New York: 
G. Ricordi and Company, 1966), p.6 • 
through many keys, finally returning to ~b major for the 
close of the movement. 
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The first movement is principally homophonic in style. 
The ac~ompaniment consists mostly of repeated chords and ar-
peggios. The writing is quite simple for the cello, which 
serves mainly as a bass part. The clarinet ranges from 
~to ~··•, but the part is written primarily in the middle 
and upper register. There are more sustained technical 
passages than in the Beethoven, and all the accidentals are 
used in one place or another. 
Figure 26. Technical examples, first movement, bars 
29-30, 73-77. 
The composer uses slurs when writing the melody and 
the triplet figures for the clarinet, but he does not slur the 
sixteenths. One explanation for this may be that Ries was 
more familiar with string technic than that of ·the clarinet. 
He may have assumed that the clarinetist experiences no more 
difficulty in tonguing his instrument than the violinist does 
in bowing his. Such is not the case, so, in performance, 
< • 
• 
most clarinetists add their own slurs to make the passages 
easier to play. 
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There is also an alternate violin part which is note-
for-note the same as the clarinet part, except for one spot. 
In this place, a triplet passage, Ries made the two parts 
different for no apparent reason. The violin figure is the 
more logical of the two, even though it is only the alternate 
part. 
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Figure 27. Difference between clarinet and alternate 
violin part, first movement, bars 22-23. 
The second movement, a scherzo, is marked allegro 
vivace. It has an extremely difficult piano part. In fact, 
this instrument dominates the entire movement. 
The first theme is in the same style as the Beethoven 
symphonic scherzos. The melody is staccamo in character and 
is partially built on broken chords. Fragments of the melody 
are exchanged between instruments in a rapid succession of 
freely modulating passages with sudden dynamic changes. 
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It is obvious that the composer was a pianist, since 
this is the instrument that is exploited most thoroughly. 
Neither the clarinet nor the cello parts make the demands on 
their instruments that are called for from the piano. The 
clarinet, however, is used to better advantage technically by 
Ries than by Beethoven. Ries extends the effective range 
from~ to~''' and extends its use in technical passages. 
The general style of the work is copied squarely from 
Beethoven. There is little crossing of voices, and little use 
of the lower range of the clarinet. Beethoven mannerisms, 
such as sudden dynamic changes and unexpected forte-pianos, 
are prolific, but are not handled with the same deftness. 
This Trio is pleasing music, but is not of the caliber to 
-
survive comparison with the Trios of Beethoven. 
~ l!l. ! Major, Opus .2§. 
Walckiers, Eugene (1793-1866) 
Clarinet in !• viola, and piano 
The only biographical material for Walckiers avail-
able shows that he lived in Paris and studied composition 
10 
under Anton Reicha, a professor at the Paris Conservatoire. 
Reicha was intimate with Beethoven in Vienna in the early 
nineteenth century, so this may have influenced his teaching. 
10walter w. Cobbett, Cobbett's Cyclopedic Survey of 
Chamber Music (London: Oxford University:Press, 1930), vo!: 2, 
P• 564. 
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Walckiers, contrary to expectation, seems to have more re-
. 
semblance to Schubert than to Beethoven. This statement will 
be supported during analysis. 
Walckiers may have chosen the ! clarinet for one of 
two reasons. Either he was partial to the darker tone of 
this instrument, or he chose it so that the viola and the piano 
could play in sharp keys without seriously hampering the agil-
ity of the clarinet. Hereafter, in the analysis of this work, 
the ! clarinet will be referred to as simply the clarinet. 
The first movement, marked allegro, is in! major. 
It is ' in sonata form. The first theme is played by the clari-
net With a chordal accompaniment in the piano. This theme and 
its accompaniment, both devoid of interest, set the style for 
the entire movemento The small flourish at the end is awk-
wardly written for the clarinet and adds nothing significant 
to the melody because of the static quality of the harmony. 
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Figure 32. Theme no. 1, first movement, bars 1-10. 
The second theme played by the piano is similar in 
quality. 
The development section carries ~he first theme 
through a series of transient modulations to ! minor, !b 
major, and back to ! major. Then the recapitulation re-
plays the entire first part. 
The harmonic structure of the movement is so simple 
that chords other than I, IV, v7, and an occasional diminished 
seventh are rarely used. The music is so mild that it has no 
discernable character. The writing for the clarinet is most-
ly melodic with a few arpeggiated accompaniment passages 
thrown in at intervals. The viola part is a repetition of 
the clarinet and offers nothing new. 
The second movement, marked allegro, is a scherzo. 
It starts in! minor with the melody in the viola. This 
melody , has the same characteristics as the themes in the 
first movement. It has no harmonic movement. The chords 
are static in the piano part. Other than a constant use of 
simple modulations, all is repetition. 
Figure 33. First theme, second movement, bars 1-6. 
The trio marks an escape from the Beethoven style of 
scherzo. It is marked moderato with an indication that the 
tempo is to be cut in half. A running eighth-note melody in 
the piano is supported by a pedalpoint in the clarinet and 
viola. The same melody is then given to the clarinet and the 
viola, with a chordal accompaniment in the piano. 
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A da capo repeats the first section, which is then 
followed by another short moderato section in ~ major. The 
movement ends with a short presto in! minor. 
Obviously, this movement is repetitious in the ex-
treme. Walckiers belabors each theme for endless pages by 
simply shifting the melody and accompaniment from one instru-
ment to another. 
The third movement is a simple ABA form in ~ major 
with a tempo marking of adagio. The first theme is played by 
the viola and then the clarinet. 
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Figure 34. First theme, third movement, bars 12-16. 
It has the same faults that are to be noticed in all 
the other sections. The melodies are not so much at fault 
as the elementary harmonic underpinnings. 
Neither the clarinet nor the viola are given much of 
a technical nature in ~his movement, but the piano has a 
series of busy variations on both the A and B themes. To-
ward the end of the movement, the clarinet is displayed to 
advantage in the luwer register. 
' 88-90. 
Figure 35. Low register clarinet melody, bars 71-3, 
The finale is marked presto and is in ! major. Its 
form is ABABA, which gives some idea of the lack of variety. 
The movement opens with a march-like melody in the piano. 
This melody is accompanied by a series of isolated, staccato 
chords played by the clarinet and viola. 
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Figure 36. First theme, finale, bars 1-8. 
It is then, in the usual Walckiers' style, given to 
one instrument at a time. One instance of ineffectual writ-
ing ~or the clarinet will be cited. 
Figure 37. Clarinet passage, bars 113-121. 
The B theme appears in the key of! major with a 
change in tempo to an alla breve moderato. The chordal ac-
companiment is almost completely static, changing only four 
times in sixteen measures. 
The rest of the fourth movement consists of many re-
petitions of A and B in different keys. A short coda brings 
the work to a close. 
In this Trio the melodies are trite and undeveloped. 
-
. 
The accompaniments never stray from elementary harmony. The 
Ill 
' .. 
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attempt to obtain diversity comes through a constant use of 
modulation. In using this device, Walckiers shows more re-
semblance to the compositional practices of Schubert, than 
11 
to those of Beethoven. 
In writing for the clarinet, the composer makes good 
use of the entire clarinet range. He does not, however, give 
the clarinet a large share of the modulatory passages, but 
keeps its significant sections in simple keys. 
The 1!12 is long and tedious, in the writer's opinion, 
and certainly need not be brought back into the repertoire of 
present day clarinetists. 
Terzetto, Opus 112 
Hfinten, Franz (1793-1878) 
Clarinet or violin, cello, and piano 
Franz Hfinten was a piano teacher by profession. He 
studied composition at the Paris Conservatoire with Cherubini. 
He ~;.rote in the same general style as Eugene Walckiers, who 
lived in Paris at the same time. 
This music is a good example of "drawing room" style 
and is calculated not to shock the sensibilities of even the 
most unlearned performer or listener. It has nothing new and 
startling and makes no special demands on the listener's in-
telligence. 
11 Ibid. 
Ill 
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Hftnten's music has one redeeming feature: it shows 
that the composer had a clear understanding of the instru-
ments for which he was writing. 
The Terzetto, published in 1.351, has three sections 
marked allegro, andante non troppo, and allegro. These are 
written to be played as one movement. 
The first section, in the key of ! major, starts off 
with a staccato passage for all three instruments. The cello 
and the clarinet merely double the notes in the piano. 
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Figure 38. First theme, bars 1-4. 
There ~ollows a contrapuntal dialogue between the 
'clarinet and the cello. 
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Figure 39. Counterpoint between clarinet and cello, 
bars 9-14. 
The rest of the first section builds these melodies 
to a series of climaxes using the diminished and dominant 
seventh chords. The climaxes culminate in a piano cadenza. 
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The second section changes to 3/4 and is much slower. 
The opening is a flowery melody in the piano. The following 
example shows this same melody when it appears in the clarinet. 
Figure 40. Opening melody of second section, as it 
appears in the clarinet part, bars 86-89. 
The piano part in this section becomes quite difficult, 
as embellishment is added to embellishment. 
One part in the second section shows the new demands 
that were being made on the technic of clarinet players. In 
184a Klose transferred the Boehm rings to the clarinet. This 
was such a significant improvement that it was almost 1m-
mediately adopted at the Paris Conservatoire. The Boehm 
system, as it was called, enabled performers to play pas-
sa es like the following with much greater ease and surety. 
Figure 41. Technical passage in clarinet, bars 120-
121. 
The first half of the third section is almost 1dent1-
cal to the first section. The seoond half of the third section 
consists of a number of climactic passages strung together to 
make a finale. One example will suffice. 
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Figure 42. Climax in clarinet part, bars 194- finis. 
The work ends with seven measures of repeated tonic 
chords in all three instrwnents. 
Hftnten's music is so light and insignificant in char-
acter that it deserves to be called semi-classical. It is 
all hustle and _bustle with no substance. This is the work 
of a good craft-sman who was a mediocre musician. The article 
in G;ove's Dictionary disposes of HHnten with the following 
words: "Hftnten {lad an enormous vogue in the early years of 
the -Nineteenth Century although his works ••• were of 
12 
little value." 
MM.rchenerz!lhlungen, Opus .ug. 
Schumann, Robert (1810-1856) 
Clarinet, viola, and ptano 
The Children's March was composed in 1853 when Schu-
mann was conductor of the Musical Society and the Subscription 
12Eric Blom (ed.), - Grove~s Dictionary 2! Music~ 
Musicians. Fifth editi'on. (London: Macmill~ and Company, 
Limited, 1954). IV, p. 414, 
Concerts in the town of Dftsseldorf. Grove's tells us that 
it was composed from the ninth to the eleventh of October, 
13 
while the twenty-year-old Brahms was visiting. Schumann 
had already shown signs of his coming mental disorder, but 
at this time he was still lucid although physically weak. 
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The first movement, marked lively, but not too fast, 
b is in the key of~ major. It starts out with an agitated 
theme in the viola, which is given immediately to the clari-
net. 
t r 
Figure 43. First theme, first movement, bars 5-8. 
The pia~o accompaniment is staccato and suggests 
vigorous movement. The second theme, in the clarinet, is 
accompanied by both the piano and the viola in the same 
agitated style. 
The two themes are given to each of the instruments 
in turn, with variations in rhythm and tonality. For a short 
time the key of Q minor appears. In measures forty-six and 
forty-seven a canon is written between the clarinet and the 
viola. 
1 ~1om, ~·~.,VII, p. 621. 
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Figure 44. Canon, bars 46-47. 
The first theme is restated by the clarinet and 
the movement is brought to a close with a series ' of arpeggios 
in all the instruments. 
The clarinet part is difficult. Much control is 
needed to play staccato in the high register. The finger 
patterns present no particular problem. The viola part 
• 
calls, for a great.deal of spiccato bowing, which must be 
co8rdinated with the piano. The piano part consists mostly 
of staccato broken chord patterns. 
The second movement, again lively and very marked, 
is in Q minor. The entire first section has recurring ac-
cents over the notes in all parts. 
The first motive, in the clarinet, is slow and 
plodding. The second motive, in the viola, is quicker and 
more exciting. 
Figure 45. First second movement, bars 2-9. 
, ... 
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A device used many times in this movement is that 
,.,~ .,..,.,., 4 ++i '1"'10' !:! ml"'t.1 "'TP. hP.tWeen the clarinet and viola. 
_f_ ( . > 
' 
... /' .: . ;.. IF • • I .... .~~ v 
• I ~ I L'!:tL , 
• 
' 
p 
--
~ . . ... 
LL ~ la. 
j 
,..-. .. ,........ ~ 
... •• • • I ... I 
r\ L ::::::;>- ~ .... ~ 
_j_ I 
:::::> .. 
. . '~ . f . .,~ . .,.: 
Figure 46. Split motive, second movement , bars 21-26. 
b The second section in ~ major changes character en-
tirely. Now the clarinet and viola play a melody in thirds 
with a legato accompaniment in the bass of the piano . 
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Figure 47. Legato thirds, second movement, bars 
61 -68 . 
The third section is a reprise of section one, 
with a short coda th~t builds to a climax, ending then on 
a diminuendo •. 
The second movement presents no problems for the 
performers, except f or one staccato clarinet passage and 
one small arpeggiated figure. 
The third movement , in the key of Q. major, is marlced 
to be played in a slow tempo. The composer directs the 
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performers to play calmly and with delicate expression. 
The music is simply a song without words, which is split 
evenly between the clarinet and the viola. The piano plays 
a sixteenth-note accompaniment part throughout, and is never 
given the melody. 
Figure 48. Main theme, third movement, bars 2-5 
In one place the melody goes to an~''' for the 
clarinet, with a marking of piano. This requires much con-
trol of the instrument. 
also presents problems. 
The key of ! major for the clarinet 
The note c#' '' one of the weaker 
- ' 
notes, is present many times in the movement. 
The fourth movement goes back to the.· style of the 
first. It calls for a lively tempo and accented staccato 
playing. The form is ABA. The A section starts in the 
piano with a rhythmic motive, answered first by the viola 
and then by the clarinet. 
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Figure 49. Firs.t theme, fourth movement, bars 1-3. 
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This motive dominates the first section. The second 
section makes an abrupt modulation to the key of ~b major 
and changes tempo to a calmer pace. The clarinet and the 
viola play a semi-legato melody in sixths with an ostinato 
accomnan1ment in th~~=a=n=o~·~~----------------------------
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Figure 50. B section, fourth movement, bars 37-38. 
The third section is a literal repeat of part A un-
til ~he last few measures. These measures utilize dotted-
eighth-, sixteenth-note rhythms to build to the end. 
The clarinet writing represents on the part of the 
~omposer a reco~ition of the technical possibilities of 
the Boehm system clarinet. Thus, Schumann does not hesi-
tate to place the clarinet in remote keys, which lvas not 
done by Beethoven. 
A definite increase in the use of the low·er range 
for both melody and accompaniment is also evident. Klos~ 
improved not only the fingering system, but also expanded 
the bore, providing a much larger tone in the low register. 
Any one section of this trio is worthy of perform-
ance. It is doubtful, however, if there is enough diversity 
in movements one, two, and four to make them good program 
material if played tog~ther. 
• 
Fantaisie ID!!: ~ ~ Russes, Opus 2,2 
Vollweiler, Charles (1813-1848) 
Clarinet or violin, cello, and piano 
Charles Vollweiler was a piano teacher and compos-
er. He probably studied with his father who taught piano, 
harmony, and counterpoint in the city of irankfort. His 
father, incidentally, was one of the teachers of Ferdi-
nand Hiller, a famous nineteenth century conductor and 
pianist. 
For a time Vollweiler taught piano in the city of 
Saint Petersburg. It may be assumed that the themes used 
in the Fantaisie were gathered during his stay in Russia. 
The Fantaisie was published in '1870 in Berlin. A 
~ 
copy of the or~ginal publication is in the Library of Con-
gress. 
This work is rather light program music without 
much variation of mood. The first section is marked al-
legro molto and is in the key of D minor. The piece opens 
... -
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with a four-measure fanfare, the clarinet and cello doubling 
the piano part. The melody appears in the cello only to be 
interrupted by a second entrance of the fanfare. The 
melody starts s second time in the clarinet and is given 
several repetitions with varying accompaniments. 
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Figure 51. First theme, bars 4-7, 13-15. 
One device used several times is that of dividing 
rfr.he theme bet;.reen the clarinet and the cello. The piano 
plays sixteenth-note arpeggios all the while • 
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Figure 52. Example of thematic division, bars 
25-27. 
The second the~ enters in the key of ! major. It 
is marked a~legro and is first presented in the cello. No 
explanation can be provided for a curious bit of notation in 
this section. A key signature of two sharps is given , but 
a third sharp is placed in front of all the ~'s in the music, 
thus, for all practical pu~poses, placing it in the key of 
! major. 
After a quick modulation to the key of ! major, 
the clarinet takes over the melody with a tempo marking 
of piu mosso. 
Figure 53. Second theme in clarinet, bars 62-
From here to the end of the section the theme is 
repeated at a constantly increasing tempo. 
The third section, marked andantino, is preceded 
by a piano cadenza which serves to modulate back to ~ 
minor. The theme, first appearing in the cello, is then 
taken up by the clarinet. 
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Figure 54. First theme, third section, bars 91-98. 
A short, chromatic interlude, marked allegro, 
leads into a variation on the melody in figure fifty-four. 
~he variation consists of a series of staccato triplets 
progressing from one instrument to another • 
• 
I 
55 
- -~ 
c,l. ,..,.. .;. ; .. ---........ 1\ ~ M-. 
• 
IJ "' . .M • 
_I • 
' 
""""l 
-
L 
,· ..... • .... ..-1' 
v ...& 7 .......... . I , ~ 
p 3 - J ... J . 
, 
"'-' 
-r. 4/~-tf' 
~
etll, r ~i~t.i. · · 
--. ....... 
~ 
I • 
___[_ L_ 
-""-J ft L 
-
1 1 
I 
~ ... I \.. 
-..5 "' I 
. p;.'" tJ -~ ,., 
"" 
,.+, .. 
" "' " 
II .. .. 
"" 
, .. .. , . 
~ I ,I • 
._ 1 ........ I,, ~ •I , 
• I 1! 
\ I \ i ....... .. 1- .. , . '-....__.../ p 
-1- ;I~ , ... 
1• l. 
" 
. , 
_.I , . .,........., 
"' " 
:/ , 
I ,. ...... 
' 
l,.....---' \..;"" ~ .. 6 
Figure 55. Variation on first theme, bars 126-128. 
Next comes a repeat of the chromatic interlude, 
enlarged this tfme by a syncopated section. 
The fourth melody to be presented is marked andante 
expressive and is given again to the cello. The repetition 
of this melody in£ minor is in the clarinet, with the 
cello playing almost in canon. 
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Figure 56. Canon between clarinet and cello, bars 
188-.192. 
• 
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After the canon a short stringendo passage leads to 
an allegro vivace. A vigorous theme is played by the piano, 
cello, and clarinet, in turn. 
+'..,.. 
Figure 57. Last theme, bars 250-255· 
This theme is repeated, again and again, by the 
instruments, each time at a faster tempo and in a dif-
ferent key, until the end is signaled by a succession of 
staccato chords in the home lcey of 12 minor. 
The trio presents technical problems in all of the 
parts because of the speed to be attained at the end. Any 
succession of nbtes, if played fast enough, becomes ex-
tremely difficult. 
Vollweiler added a few double stops to the alter-
nate violin part and put slurs on some of the fast clarinet 
runs. Otherwise he made no difference in his writing for 
the two instruments. 
Two main compositional devices are evident when the 
cello and clarinet are written together. Either the instru-
ments play in thirds, with the clarinet on top, or they 
trade sections of the ·melody. The climaxes are achieved 
predictably by simply speeding up the melody and accompani-
ment. 
The Fantaisie might make a good piece of program 
music with a few cuts. It is quite exciting in places, 
but is much too repetitious. 
Serenade, Opus ~ 
Hartmann, Emil (1836-1898) 
Clarinet in!' violin or viola, cello, and piano 
Emil Hartman was a Danish composer and organist. 
He studied composition with Niels Gade, who is considered 
to be the founder of the modern Scandinavian school of 
music. 
The Serenade, published in 1878, is an example of 
the excesses of emotionalism inherent in the unrestrained 
use of the more obvious composition techniques associated 
" with tlie romantic period. Like the Trios by Walckiers and 
HHnten, the music is completely melody-centered. The har-
monic progressions used are stereotyped sequences involving 
the primary diatonic chords with a liberal sprinkling of 
diminished sevenths. 
The first movement is entitled "Idylle". It be-
gins with a twelve-measure introduction marked andante, 
~ollowed by the first subject in ! major marked allegro. 
The subject appears in thirds in the clarinet and cello, 
accompanied by broken chords in the piano. 
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Figure 58. First subject, bars 15-22. 
After several transient modulations involving the 
first subject, the second subject in ! major concert is 
played by the clarinet with an answering dialogue from the 
cello. The second subject is in a flowing triplet rhythm, 
a device frequently used in this composition. 
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Figure 59. Second subject, bars 55-59. 
The development section is prefaced by a second ap-
pearance of the introduction, now in ! minor concert. The 
development proper starts in ! minor, consisting mainly of 
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a constant sequence of modulations involving the first theme. 
In the style of Schubert, the theme is usually given without 
any modification, other than key. The second subject appears 
once in Q major and is used as a transition to the re-
capitulation. 
The movement closes in a burst of running eighth-
notes by the clarinet. 
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Figure 60. Example o:f technical passage for clari-
net, bars 238-243. 
The second movement, marked andante, is entitled 
11 Romanceu. The first melody in 4/4 time starts in the key 
b b 
of ~ minor, modulating quickly to E major, ~ major, ~ 
major, · and finally back toE major. The theme is played 
first· by the cello, then by the clarinet with the piano 
playing a syncopated accompaniment in the first half and 
arpeggios in the second half. This melody is quite senti-
mental, the harmony being :filled with the addition of the 
sixth to many of the chords. 
Figure 61. First theme in cello, bars 1-4 
The second section is marked allegro scherzando 
and is in 6/8 time. It is played almost entirely by the 
piano. The clarinet has a tricky ostinato passage in six-
teenths in the last few measures. 
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Figure 62. Clarinet ostinato, bars 74-79. 
The movement closes with a return to the first andante 
sequence. ~he last few measures are again in ! major. 
The third movement is entitled "Rondo-Finale" and is 
marked allegro. It opens in the key of! minor with the ron-
do theme in the clarinet, the cello supporting a third below • 
• 
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Figure 63. First theme, rondo, bars 1-8. 
The third statement of the rondo theme is in the 
piano accompanied by an eighth-note passage in the clarinet. 
The passage is quite difficult, reminding one of the clarinet 
exercises of Klose and Cavalini. 
Figure.64. Technical passage, bars 32-36. 
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TN.hen performing this music, one immediately gains 
the impression that the music is l~itten in rondo form, but 
not in rondo spirit. The movement is quite heavy in instru-
mental texture, being composed of a series of long, romantic 
melodies with the simplist of harmonic backgrounds. Possibly 
at one time this music lTas fresh and original, but now it 
sounds dated and trite. For example, one of the episodes 
has the following as its theme. 
Figure 65. Episode, bars 121-127. 
The harmonic background consists of a series of static 
E major chords. The rest of the episode is a repeat of this 
~ 
theme ' in several different keys with the same simple harmony. 
The movement closes with a section marked con fuoco. 
The clarinet and cello join in several passages of moderate 
technical difficulty, ending in the key of ! minor. The 
piano part, filled wit~half-note chords, is not particularly 
demanding. 
Hartmann presumably chose the! clarinet for its deep-
er tone quality. Since he used modulation to such an extent, 
there was no advantage in, key signature to be gained by using 
one clarinet rather than the other. He made almost no use of 
the lower register, a register used most effectively by Brahms • 
• 
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As has been noted before, music of this sort does 
not sufficiently repay the effort put forth to master it. 
There are too many compositions of genuine stature available 
for the clarinetist to waste time on music of this caliber. 
b . 
1f.1Q. .!!! ~ Ma;]or, Opus .?.2 
d'Indy, Vincent (1851-1931) 
Clarinet or violin, cello, and piano 
D'Indy was famous not only as a composer and teacher, 
but also as an organist. He studied composition and organ 
with Cesar Franck from 1872 until 1880. He was the foremost 
disciple of Franck's theory of cyclic fo~~ in music. In 
gensral, the cyclic principle means that thematic material 
stated in the first movement will be used in altered form 
in al1 movements "as a unifying device. 
D'Indy was also well-versed in the music of Wagner, 
14 
making regular trips to Bayreuth for several years. With 
this background, one might expect to find continued use of 
cyclic principles and thematic transformation in the 1!12· 
The 1!12 was written in 1887 when he was assistant 
to Charles Lamoureux, the famous conductor. It has four 
movements, the first of which is in sonata form. 
1 ~~icolas Slonimsky (ed.), Baker's Biographical~­
tionar~ of Musicians. Second edition. (New York: G. Schir-
mer an UOmpany, 1958), p. 539. 
The Overture, as the first movement is named, is in 
-
"Ob j ).J ma or. The first subject enters in the third measure in 
the clarinet and cello at the octave. The piano accompani-
ment consists of repeated broken tonic chords, in triplet 
rhythm. 
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Figure 66. First subject, bars 3-11. 
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After a ten-measure interlude, the first subject in 
the key of ! maj6r returns in the same instruments. This 
fore-shadows the repeated use of the technique of modulation 
as a major compositional device. 
There is another short interlude before the first 
subject enters a third time in the clarinet, this time in the 
*"""' 
original key, but an octave higher. Using fragments of this 
theme, the composer then builds a short climax, followed by 
a long diminuendo passage leading to the second subject. 
The second subject in I~ major, transposed enhar-
monically to !b major for the clarinet, is much shorter than 
the first. It consists of several measures of sloi'r synco-
pation, then one measure of eighth-notes in 7/8 time. 
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Figure 67. Second subject, bars 105-112. 
This time the clarinet is the first to state the 
subject. This subJect, like the first one, is repeated se-
veral times in different octaves with varying instrumentation • 
. The development section follows the traditional se-
quenc~ of constant modulation, fragmentation and combination 
of motives, and similar devices until the music leads back to 
the rec~pitulation~ 
The only unusual aspect of the recapitulation is that 
the clarinet is not allowed to give a full statement of either 
of the themes, as it did in the beginning. 
The movement draw·s to a close with a long diminuendo 
passage using fragments from the first theme as its material. 
The second movement, entitled "Divertissement" and 
marked fast and animated, derives its theme from the first 
subject of the first movement. The rhythm has been entirely 
changed, but the intervals are the same. The piano accom-
paniment, in !b major, consis·ts of only one chord per bar. 
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The cello takes up the melody in the fifth bar. The part is 
marked pizzicato so that the staccato playing of the clarinet 
tated as much as nossible • 
. 
.... 
Figure 68. First theme, second movement, bars 1-5. 
Again the process of modulation takes over, and the 
theme is given to each of the instruments in turn. One 
b 
example in the key of £ will suffice. The notation of the 
theme -has changed slightly. 
Figure 69. Different notation of first theme, bars 
37-41. 
D'Indy breaks the rhythmic flow of the movement at 
this point by inserting the first of two interludes. These 
interludes present neiv material later to be used to generate 
more melodies in following sections. 
The transition leading to the return of the first 
theme shows d'Indy's use of the clarinet in modulatory pas-
sages. It also shows how 'far the technic of the clarinet had 
advanced since the time of Beethoven. For the five-keyed 
clarinet to have played the passage would be out of the ques-
tion. 
I• 
Figure 70. Transftion passage for the clarinet, 
second movement, bars 206-213. 
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The second interlude changes to a slow 6/8 time. The 
material thus presented is then used as the basis of a lively 
2/4 passage. This leads to a seven-measure restatement of 
the first theme as an ending. 
The third movement, entitled "Chant Elegiaque", ob-
tains its material from the second subject of the first move-
ment. The accompanying chords in the piano are dravm from 
the harmony of the first subject. This has nmr been trans-
b formed into a romantic melody in the key of ~ concert. The 
"' first half is presented by the clarinet, and the second half 
by the cello in the key of ~ major. 
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Figure 71. First melody in clarinet, third movement, 
bars 5-12. 
The second appearance of the melody is in unison with 
the clarinet in the low register and the cello in the tenor 
Ill 
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clef. The piano plays block chords in the background. The 
movement ends with a series of suspensions in the piano that 
dwindle to a pianissimo. 
The fourth movement, a rondo, opens with a bold melody 
in the piano. The marking is alla breve, and the key is Bb 
major. 
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Figure 72. First theme, fourth movement, bars 21-28. 
The first episode uses material from the first inter-
lude in the second movement. The rhythm is completely trans-
formed. This interlude leads to a restatement of the rondo 
theme. 
The next section is a good illustration of d'Indy's 
~ 
continued use of the cyclic form. The broad melody given to 
the clarinet is derived from the first subject of the first 
movement. ~~------------------------------
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Figure 73. Illustration of cyclic form, fourth 
movelll;ent, bars 1.31-189. 
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The accompaniment in the piano is a restatement of 
the first rondo theme. 
The second episode gives the cello still another 
rhythmic transformation of the first subject of the first 
movement. 
~ter many more combinations of all the foregoing 
themes, the movement ends with a staccato flourish. 
A comparison of the alternate violin and clarinet 
parts yields some interesting information. Evidently 
d'Indy's concept of the type of part to be played by the 
two instruments varied considerably. He made many changes 
in the violin part that had apparently nothing to do with 
range. 
' The reason for the change in the passage starting 
at bar two hundred eighty-seven of the first movement is 
obvious. D'Indy took advantage of the best technical ca-
pabilities of both instruments by changing the clarinet ar-
peggios to double stops in the violin. A forte arpeggio in 
the clarinet cannot be duplicated exactly on the violin be-
cause that instrument does not have as much strength when 
playing slurred passages. D'Indy chose to duplicate the 
d~1amics as closely as possible, instead of literally 
transcribing the clarinet part. Many more instances of 
changes resembling this one can be noted. 
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Figure 74. Difference between clarinet and violin 
parts, first movement, bars 287-288. 
D'Indy called upon the full technical resources of 
the clarinet. The part ranges through many remote keys and 
calls for extre~ely high notes. In measure one hundred 
b 
forty-three the clarinetist is required to play an~''', 
a note seldom used. 
Figure 75. Illustration of extreme clarinet range, 
first movement, bars 139~145. 
The arpeggios shown in figure seventy-four are dif-
~ 
ficult to delineate clearly at the fast tempo of the first 
movement. Perhaps the most taxing section of the entire 1!12 
occurs in the opening section of the finale and in every re-
appearance of the rondo theme thereafter. The most difficult 
technical obstacle for most players is a fast staccato pas-
sage. D'Indy wrote a theme (See figure seventy-two) which 
probably has been the undoing of many clarinetists. 
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The D'Indy 1!1£ was written for virtuoso players on 
all instruments involved. This type of music does not 
receive many performances because of the preparation involved. 
It takes no more practice, for instance, to play the Brahms' 
1!12, and the music is much more rewarding. When a composer 
places many technical obstacles in his music, he must be sure 
that the music is worthy of all the time that must be spent 
in preparing it for performance. 
!!1£. 1!! ! l-Unor, Onus 114 
Brahms, Johannes (1833-1897) 
Clarinet or viola, cello, and piano 
In March of 1891 Brahms visited Meiningen. During 
the course of his visit he became interested in the clarinet 
throug~ hearing the court clarinetist, Richard Mfthlfeld. 15 
From this chance encounter Brahms was inspired to write four 
of the greatest pieces of music ever composed for the clari-
net. The !!1Q and Quintet will both be reviewed; the two 
Sonatas are outside the scope of this document • 
... 
The first movement of the !!!£, marked allegro, is in 
modified sonata form. The first subject enters immediately 
in the cello, continuing in the clarinet in the fourth bar. 
15Henry s. Drinker, Jr., The Chamber Music of Johannes 
Brahms (Philadelphia: Elkan-Vogel-company, 1932),-p:-45. 
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Figure 76. First subject, first movement, bars 1-10. 
The second subject, again in the cello, enters in bar 
forty-three. It is played eight measures later by the clari-
net an ~ctave higher. The piano has a completely different 
syncopated figure, which fits perfectly with the melody. 
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Figure 77. Second subject in clarinet, first move-
ment, bars 51-60. 
The development section contains mainly new material. 
In one place, however, the first theme is brought back by the 
clarinet in a different rhythmic guise. 
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Figure 78. Transformation of first theme in develop-
ment section, first movement, bars 138-143. 
The recapitulation is modified considerably. The 
first subject does not return in its entirety. The second 
theme assumes major importance and is quoted fully by both 
the clarinet and the cello. One fragment takes the clarinet 
into its highest register to 00 I I t 
.Q • The difference between 
b this note written by Brahms and the~''' written by d'Indy 
is very important to the performer. The~·'' is a good note 
on the Boehm system clarinet. It speaks easily with stable 
b it ' ' The a '''has f lt th h it p en. _ as many au s as e ~ as v r ues. 
This is one reason why it is more musically rewarding to play 
the Brahms 1!12 than the d'Indy Trio. 
Figure 79. Example of Brahms' use of the high range 
of the clarinet, first movement, bars 165-169. 
A short coda of running sixteenths in both the cello 
and the clarinet brings the movement to a close. 
The second movement shows Brahms at his best as a 
composer of lyrical melodies. The form is ABA and is marked 
• 
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adagio. The clarinet opens the movement with a long, flowing 
theme in ~ major concert. The rich tones of the ! clarinet 
are displayed to fullest advantage. 
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Figure 80. First theme, second movement, bars 1-4. 
-The second theme is given first to the cello, which 
is accompanied by an extremely difficult piano part written 
in thirty-second notes. 
~he movement closes with a fragmented restatement of 
the first theme. 
Brahms wrote some of his most treacherous clarinet 
passages in the second movement. The following wide skip 
tests the musicianship attempt it. 
Figure 81. Exoonple of wide skip in clarinet part, 
second movement, bars 35-36. ' 
He also effectively used the lower register, con-
sistently avoided before the advent of the Boehm system 
clarinet. 
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Figure 82. Example of lower register, second movement, 
bars 37-38. 
The third movement, marked andante grazioso, is in 
3/4 time. It is full of charming tunes, giving the clarinet 
a chance, in the second section, to show a bit of technic. 
The eighth~note pattern, a few bars of which are given below, 
is quite difficult because of wide skips involved. 
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Figure 83. Running eighth-note passage in the clari-
net, . third movement, bars 114-118. 
The fourth movement is a combination of 2/4 and 6/8 
rhythms, each fitting neatly with the other. It is in ~r­
nery form with two extra repetitions, ABABA. The first 
'"' 
melody is given to the cello, then immediately repeated with 
slight variations by the clarinet. 
Figure 84. First theme in cello with clarinet varia-
tions, fourth movement, bars 1-2, 9-10. 
The second theme is presented in a combination of 
two different meters, 6/8 ~a~n~d~9L/~8~· ------------------------
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Figure 85. Second.theme, fourth movement, bars 46-49. 
These two themes are then restated in fragments, com-
bined, and finally brought to a climax in a passage of run-
ning thirds in all instruments. The movement closes on an A 
minor chord after a final burst of arpeggios. 
·A comparison of the clarinet and alternate viola parts 
reveals no difference between the two. The part was conceived 
and written for one particular clarinetist, and evidently 
Brahms saw no reason to change it for the viola. He did not 
even write double-stops on the last chord of each movement, 
as did so many of the composers when they transcribed clari-
net parts for violin or viola. 
The 1!1Q possesses in profusion all the compositional 
. 
devices associated with Brahms' music. These were not dis-
cussed unless they applied directly to the clarinet. 
Brahms' writing for the clarinet is awkward at times. 
It is not apparent that he took technical problems other than 
range into consideration. This is not a criticism, because 
the content makes the performer transcend the limitations 
of his instrument. Weber, for instance, wrote music for the 
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clarinet that was comparatively easy to play but sounded im-
pressively difficult. Brahms' music has the opposite quality. 
It must sound effortless and flowing even when it is tech-
nically and musically much more demanding. 
Brahms left a legacy of music for the clarinet that 
has not been equalled by any other composer except Mozart. 
1.!1.Q., Opu.~ 2 
Zemlinsky, Alexander (1872-1942) 
Clarinet or violin, cello, and piano 
Alexander Zemlinsky, a composer and conductor, studied 
at the Vienna Conservatory under Richard Fuchs, counterpoint, 
and ~ohann Fuchs, composition. He is remembered primarily 
as the teacher of Arnold Sch8nberg. Brahms was said to have 
expressed a favorable opinion of his early chamber music, of 
16 
which this is an example. 
The 1!1£ was published in 1897; hence it was written 
either during, or not too far past, his student years. 
The first movement, in sonata form, begins in£ 
minor. The opening subject is stated in octaves by the 
clarinet and celloe 
16slonimsky, Baker's Biographical Dictionary, ££• cit., 
p. 1842 0 
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Figure 86. First subject, clarinet, first movement, 
bars 1-6. 
The second subject enters in the key of ! major in 
the clarinet and cello, as before. The clarinet part is writ-
b ten enharmonically, so its key signature becomes C major. 
The florid melody and its derivatives are very difficult to 
read and play. 
~1gure b7. second subject, first movement, clarinet, 
bars 39-43. 
In a long development section the composer explores 
many combinations of the two themes and their derivatives. 
His writing appears to be a combination of the styles of 
Brahms and Franck. Like Brahms, he uses large melodic and 
harmonic skips in profusion. He uses counter-rhythms in 
great variety, sometimes against note-patterns in the in-
struments that remind one of the contrapuntal style of 
Bach. 
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Figure 88. Example of counter-rhythms, first move-
ment, bar 111. 
One can easily see Zemlinsky's influence on the 
P?Werful, rhythmic writing of Sch8nberg. 
Like Franck, his themes are in a constant process of 
modulation. The key signatures are guides for only a few 
notes or measures before the constant, restless shifting of 
tonality recommences. ,, 
The recapitulation arrives with a restatement of the 
first subject by the clarinet. This is immediately taken up 
by the piano and combined with the triplet motive shown in 
figure eighty-eight. Another short development section fol-
lows a reprise ~f the second subject, and the movement closes 
with a furioso, calling forth a show of technic from the en-
semble. 
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The second movement is marked andante, but gives a 
metronome indication of.l= 40 . Since it is in 3/4 time, 
it should be played six beats to the measure. The composer 
chose the ! clarinet for this movement. 
The first theme in the piano is a model of the in-
tricate writing associated with Rachmaninoff. It abounds in 
subtle dissonances and staggered entrances of the different 
. . 
lines. The clarinet has the theme the second time, closely 
· Figure 89. First theme, second movement, bars 13-17 . 
, The piano ·weaves an accompaniment in triplets below. 
Another entrance, this time in the lower register, 
is supported by the cello a sixth below . An intricate piano 
figuration overlaps the ranges of both instruments. 
The second section is in the style of a fantasia. 
·' Each instrument is given a bravura passage in turn. 
~ -·· 
' I • • I •• I I • I 
I """ 
' 
Figure 90. Second theme, clarinet, bars 47-50. 
This theme is developed briefly using the same de-
vices used in the first movement . The A theme is at last 
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brought back in the clarinet with a pizzicato accompaniment 
in the cello. The movement closes with a final return of the 
first two measures of the fantasia section. 
b The last allegro, calling for~ clarinet, is in 
rondo form. It opens in~ minor with a statement of the 
rondo theme by the piano. There follo"trs a four-bar inter-
lude played by the clarinet and accompanied by pizzicato 
cello. Then the clarinet picks up the melody; the cello 
is marked arco. The piano accompaniment contains a motive 
later to become the subject for one of the episodes. 
, Figure 91. First theme, rondo, bars 9-12. 
The first episode changes character entirely. The 
piano accompanies a broad melody in the clarinet with a 
series of legato quarter-note chords. 
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Figure 92. First episode, rondo, bars 36-44. 
The piano accompaniment becomes constantly more rest-
less and energetic until finally it restates the rondo theme • 
• 
After two more episodes wherein the piano part be-
comes ever faster and more demanding, the composer brings 
back the rondo theme for the last time as a canon between 
the cello and the clarinet. 
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-Figure 93. Canon between cello and clarinet, rondo, bars 272-274. 
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The canon leads into a surprising four-bar reminiscence 
of the first subject from the first movement (See figure 
eighty-six) and then ends on a Picardy third in the key of 
~ major. Zemlinsky must have had a sense of humor. 
The clarinet part in this trio calls forth all the 
technical resources of the instrument but one. There is not a 
passage demanding fast to~guing in the entire work. Possibly 
Zemlinsky knevr this to be a relatively weak part of clarinet 
technic. 
The composer's choice of the~ clarinet for the 
second movement must have been dictated by the difference in 
tone quality between the two instruments, and not by the dif-
ference in pitch. Since the second subject in the first 
.. 
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b 
movement was written in the key o~ Q major ~or the clarinet, 
it is apparent that there was no ef~ort to provide favorable 
keys ~or its solos. 
A comparison of the alternate parts shows no signifi-
cant di~~erences between the clarinet and the string~. A 
few adjustments are made for differences in range. 
The 1~iter believes that this Trio is a significant 
-
piece of music and should be kept in the repertoire of the 
fine clarinetist who plays chamber music. It suffers, the 
same as the d'Indy 1!1£, by a direct comparison with the 
Brahms ·1!12 and Quintet. This, however, is not a valid reason 
~or r-ejecting a piece of music lrhich is not a copy o~ these 
works. · ';Let all music stand or fall on its own merits. 
1tl.Q. !!!,Q Minor 
Walthew, Richard H. (1872-1951) 
Clarinet or viola, violin, and piano 
Walthew was an English composer and teacher. He 
studied with Perry at the Royal College o~ Music from 1890 
,!\. 
to 1894. In 1907 he became Professor of Music at Queen's 
College, at which time he wrote ~Development £! Chamber 
Music. 
The Trio, ~~itten in 1897, opens in the key of 0 
- -
minor in sonata ~orm. The ~irst statement o~ the theme is 
in the clarinet. .. 
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Figure 94. First subject, first movement, bars 1-7. 
It is accompanied ~~th block chords in the piano and 
a broken chord figure in the violin. The second entrance of 
the first subject in the violin modulates immediately to ~b 
minor,· an unusual occurrence. However, it comes back to Q 
minor in the next piano phrase in preparation for the entrance 
• 
of the s'econd subject in the parallel major. This melody in 
the violin is built upon quarter-note triplets and is phrased 
in legato style. The clarinet has an imitative figure below, 
while the piano plays a series of arpeggios. Connecting the 
second subject and the development section is a short transi-
... _ 
tion created from a fragment of the first subject. The ex-
position has first and second endings indicated, an uncommon 
feature in late nineteenth century trios. 
The development is very short, in the style of Mozart. 
The only material treated is the first two measures of the 
first subject. These two measures are put through a suc-
cession of transient modulations by the violin and the clarinet. 
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After a development section of only twenty-eight bars 
the first subject returns in its entirety in the violin. This 
time the accompaniment consists of broken chords in the piano 
and a counter-melody in the clarinet. A second development 
follows in precisely the same style as the first. When it is 
concluded, the second subject returns in the clarinet in Q 
major concert. 
The movement ends with a six-measure reprise of the 
first theme. 
The second movement is in three-part song form in the 
b key o~ A major. It is written in 3/8 time and is marked an-
dante con moto. The first melody is played by the clarinet 
with~ broken-chord accom animent in the iano. ==~~-------------
Figure 95. First theme, second movement, bars 1-6. 
The second melody enters in the violin supported by 
a contrapuntal part in the clarinet. 
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Figure 96. Second theme and counterpoint, second 
movem~nt, bars 31-34. 
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The first theme is then brought to a climax by being 
played in the extreme upper registers of the piano and violin. 
The clarinet is given a supporting part in its mid-range. 
The movement closes with a repetition of the first 
bar of the second theme. 
The third movement is in 3/4 time and is marked al-
legretto. It has the appearance of a minuet, although it is 
not so named. The theme is first given to the clarinet, ac-
companied by the violin playing pizzicato and the piano 
playing block chords on beats two and three. 
,Figure 97. First theme, third movement, bars 3-9. 
The second half of the first theme is split between 
the instruments, each taking its turn. A small section of 
imitation precedes the return of the first half • 
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Figure 98. Example of imitation, third movement, 
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The trio changes key and character in the best 
b classical tradition. It starts in the key of! major with 
a legato canon between the piano and violin. The canon is 
taken up in a few measures by the clarinet doubling the 
piano. The presence of these devices in rather elementary 
form and the overall mold of this Trio lead one to suspect 
-
that it was a student composition which was published at a 
later date, when its composer had gained a measure of fame. 
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75-80. Figure 99. Canon between violin and clarinet, bars 
The second section of the trio splits the canon me-
lody between the piano and the other two instruments. 
The minuet, if it is that, has an orthodox D.S. and 
an unorthodox coda. The coda tacks on a few more measures 
of the first theme as an ending . 
The fourth movement is in theme and variation form. 
It starts in the key of 0 major with the theme in the piano. 
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Figure 100. Theme, fourth movement, bars 1-8. 
The entire theme is eighteen measures in length, a 
two-bar extension having been added. 
Variation one changes the melodic intervals and 
places a triplet eighth-note accompaniment in the piano. 
Variation two changes the melody to staccato six-
te-enths, followed by dotted eight.s. This variation gives 
th~ clarinet its first technical challenge in the entire 
Trio. 
-
f\ It ~/. 
-
-
. . . /.' .. 
II- u r-T / I 
-"" 
.~ 
.. . .. loJ • a _A_L 11 L • 0 I ... • 
~ I y 
If • I 
........, 
·--~-
Figure 101. Clarinet part, variation tloTO, bars 41-44. 
Variation three is marked lento molto and is in the 
key of Q minor. The clarinet is given the ornamented melody 
with a sparse chordal accompaniment in the piano. 
Ill 
Figure 102. Clarinet part, variation three, bars 50-53. 
Variation four returns to Q major, dividing the melody 
among the three instruments. It is in 3/4 time with the 
character of a scherzo. 
Variation five changes to 4/4 and uses the same de-
vice of fragmentation. 
Variation six changes to 6/8 time with the spirit of 
a salterello. This is the most difficult variation for the 
clarinet because of the fast tonguing involved. 
. --------------
Figure 103. Clarinet part, variation six, bars 111-114. 
The final section has a clever bit of writing. An 
ost1nato bass, fashioned from the second bar of the opening 
~-
~---
- v1.J.~1ue, is used to accompany the first bar of the opening theme 
played half time. This bit of musical sleight-of-hand leads 
to a c11max gained by placing the theme in the high register 
of the violin and piano. The ending tapers off to a paanis-
simo chord in C major. 
The compo.ser makes no effort to realize the technical 
Ill 
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potential of any of the instruments used in this 1!12• The 
alternate viola part is a literal transcription of the clari-
net part and would not tax the ability of an adv.anced student. 
In fact, the entire !!!£ is easy enough to be used as train-
ing material. It is also written well enough to be interest-
ing to both the students and the teacher. 
CHAPTER IV 
CLARINET AND STRING TRIO 
§!! guartets 
Stamitz, Carl (1746-1801) 
Clarinet, violin, viola, and cello 
Carl Stamitz was the son of Johann Stamitz, the 
Leader of the Mannheim Orchestra when it was at the height 
of its fame. He studied violin and composition with his 
father for a time. After he had become a member of the 
Orc~estra, he took composition lessons from Franz Xaver 
Richter. 
While he was a member of the Mannheim Orchestra, he 
became acquainted with the clarinet. It was a relatively 
new instrument at the time and was just in the process of 
being accepted as a member of the orchestra. The role of the 
clarinetist in the orchestra was to double the oboe part 
when more volume was n~eded. The clarinet did not yet have 
an independent part of its own. 
Carl Stamitz helped to popularize the clarinet by 
writing a number of compositions for it, including three 
concerti and the quartets here included. 
One of the most popular forms of chamber music in the 
eighteenth century was the quartet written for four stringed 
instruments. It must have seemed natural to the composers, 
when writing chamber music for winds, to substitute the 
clarinet for the first violin. From published lists of 
that era, particularly those of Breitkopf, it is known that 
a substantial number of works were composed in this idiom. 
Most of these have failed to survive. 
Three groups of quartets including clarinet are 
known, Opus ~b Opus .§., and Opus j_g; all three groups were 
published between 1773-1799. Since all the quartets have 
many traits in common, they will be discussed first as a 
group. 
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None of the quartets were written specifically for 
the· clarinet. They were written for violin as first choice, 
and oboe, flute, or clarinet as second choice. In the first 
editions of all except Opus g, no separate clarinet part was 
written. This indicates that the composer proposed the C in-
strument and not the Jab or ! instruments. 
The five-keyed clarinet was coming into favor when 
the quartets were written. Hence, as may be expected, the 
part designated for the clarinet is essentially diatonic. 
Accidentals occur infrequently, and then only those easy to 
b # # b produce, such as .£ , £. , B.' , and ~ • The range, except in 
Opus ~' never exceeds that of the oboe. 
One of the Mannheim techniques, the practice of using 
extreme dynamic contrast within a section, can be found on 
every page. Before the "Mannheimers" it was the custom never 
II 
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to vary the dynamics within a phrase. A section was played 
at one level, and, if a change was desired, the entire section 
was then repeated at the new dynamic level. One example from 
the original publication of Opus ~ will serve to show the 
innovation. 
F p F p F 
Figure 104. Clarinet part, Opus ~' No. 1, romance, 
bars 12-16. 
The first movements of all the Quartets, essentially 
homophonic, have the same formal desi gn, a rudimentary sonata 
form. Four of the six do not repeat both sections of the 
movement. Two have repeats for all sections. 
The organizing principle used is not so much a re-
peat of themes, but a repetition of keys. There is always 
one recurrence of a fragment of the first theme in the se-
cond section, but not enough to be called a recapitulation. 
The subject is heard i~ full only at the beginning. 
The basis of the whole movement, according to Newman, 
1 is "motivic play". By this he means that there is a constant 
expansion into nevT themes of small motives taken from the 
1 i'Tilliam s. Newman, The Sonata in the Barogue Era 
(Chapel Hill: University of NOrthlJarolina-pTess, 1959~ 
P• 87 • 
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first theme. The form is very loose and free, as can be 
seen from the above explanation. It must be remembered that 
the sonata form as we know it, was in the first stage of 
development. 
The second and third movements, three in each of 
the quartets, fall into two categories. They are either 
slow, through-composed, melodic movements, or one of the 
dance forms. The sequence of movements for each quartet 
will be given later. 
The clarinet, or other designated instrument, and the 
violin bear the brunt of the melodic interplay. The viola, 
for the most part, plays harmony and inner parts. The cello 
plays a through-bass part with one new feature: there are no 
figur~s under the notes. This means that the composer did 
not intend for a continuo part to be played on a keyboard in-
strument. The lack of figures in quartet music was another 
innovation of the Mannheim school. Even Haydn still used 
figures in his early string quartets. 
A word of explanation is needed about the opus num-
bers assigned to these quartets. During the time of Stamitz 
opus numbers were assigned by the publisher to represent the 
order in which he published the music of any given composer. 
If a work was brought out by two or more publishers, more 
often than not it would have different opus numbers in each 
edition. These quartets were all published by more than one 
• 
business house. The numbers used in this document were 
taken from the listing given in the Denkmgler ~ Tonkunst 
!n Bayern, volume twenty-seven. 
For the rest of this section, the discussion will 
center on the clarinet parts of the individual quartets. 
~ _1, !Q.. 2 and !2.· 2 
Numbers 2 and 2 are the only two quartets in Opus ,1 
that specify the clarinet as one of the instruments to be 
used for the first part. The composer probably intended the 
C or D clarinet for these parts. The highest practical note 
available on the five-keyed clarinet was£'''· A trans-
b position of the parts of the~ or! clarinets will produce 
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high.notes of~''' and!''', respectively. There is a modern 
editi~n published by McGinnis and Marx which includes parts 
b for both the B and ! clarinet, but the tessitura is much 
too high throughout. 
b Figure 105. Transposition of part for~ and! clari-
nets, Opus ~, !£• 2, bars 92-94. 
The first part cannot be lowered an octave because 
this would cross the melodic and harmonic voices. 
Numbers ~ and £ were originally listed to be played 
by any combination of the following instruments: 
Violin, flute, oboe, or clarinet - First part 
Violin - - - - - - - - - - - - - -Second part 
Viola - - - - - - - - - - - - - - -Third part 
Cello or bassoon -
- - - - - -Fourth part 
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Number ~ is in the lcey of J2. major and has the fol-
lowing order of movements: allegro - sonata form; allegretto -
rondo form; tempo di minuetto (no trio) - binary form. 
Number £ is in the lcey of A major and has the fol-
lowing order of movements: allegro - sonata form; romance 
(in J2. major with the second section in J2. minor) - binary 
form; allegro - rondo form. 
These two quartets are unsuitable for the clarinets 
now·in use. The parts lie best in the flute range and Should 
be played by that instrument. 
Opus .§., !.2.. !J: 
Number !J: is the only quartet with strings in Opus 8 
that specifies the clarinet as one of the inst1~ents to be 
used on the first part. There is also a K~~ 2, listed in 
... 
the DenkmHler ~ Tonkunst 1n ~ayern, with clarinet on the 
first part, but the second part is given to the como di ~­
~with no alternate string part. 
Number 4 was originally listed to be played by the 
following instruments: clarinet or oboe, violin, viola, and 
cello. Because the first part was written without the 
violin in mind, the tessitura is lower. Even when the part 
' b is transposed for the~ clarinet, there is no note above d'' '. 
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Opus ~' !£• ~' is in the key of Eb major and has the 
follovnng order of movements: allegro - sonata form; andante 
(4/8) - through-composed, no return of themes; allegro -
rondo form. 
There is a modern edition of Number~ edited by 
Hjalmar von Dameck and published by Afas-Musikverlag, Berlin . 
This publication is thoroughly edited for the modern player, 
containing many slurred parts and written-out embellishments. 
The clarinet part is mostly diatonic and contains no 
difficult technical passages. Two examples taken from the 
first movement will suffice to show the . type of part written 
by Stamitz specifically for wind instruments. 
1\E '1· l. ~I --------;-.,.. I 
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Figure 106. Two examples from clarinet part, bars 
1-6, 34-36. . 
This quartet would make good program and study 
material for the advanced high school player. It could be 
used effectively to teach pre-classical style. 
Opus j_g, Numbers 1,£., and 2 
A copy of the original publication of N~tmbers 1, g, 
and 2 is in the Library of Congress. Reproductions of this 
music were used for the following discussion. 
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Numbers 1, .,g, and 2 were vrri tten to be played by the 
following instrmnents: clarinet or violin I, violin II, 
viola, cello. The first part to Numbers 1 and 2 was written 
for ! clarinet. The apparent reason for this was to give the 
instrument the most advantageous key signature. 
Opus _tg is much more difficult than Opus§. Stamitz 
seems to have had the violin primarily in mind when he Wrote 
these quartets. Either that, or he vrrote them for some vir-
tuoso· clarinetist of his acquaintance. Compare the following 
passage with figure one hundred six; the difference in tech-
nicai level is obvious. 
Figure 107. Technical example from clarinet part, 
Opus J_g, bars 34-36. 
There are few alurs in the parts, but one suspects 
that the clarinetists of Stamitz• day added them in profusion. 
In one place, a few measures after the passage in figure one 
hundred seven, there are ten measures of unslurred sixteenths. 
It is almost impossible for most performers to play the notes 
without some type of phrasing . 
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The following examples are of phrasings that might be 
given in modern editions. 
Figure 108. Suggested phrasings for figure 4. 
An example of a typical slow melody is taken from the 
second movement of Number ~· 
c. I. ~ 
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Figure 109. Example of slow melody, Opus 1£, !£• 2, 
second movement, bars 1-8. 
Number 1 iB in !b major and has the follo-vring move-
ments: allegro - sonata form; romance - binary form; ron-
deau- refrain with cuplets (the immediate forerunner of the 
rondo). 
Number g is in A major and has the following move-
ments: allegro - sonata form; andante - binary form; allegro 
- rounded binary form (ABA). 
b Number 3 is in ~ major and has the following move-
ments: b allegro - sonata form; romance (in! major with the 
Ill 
second section in Q minor) - binary form; presto - rounded 
binary form. 
The last three quartets discussed probably present 
as much challenge to the modern clarinetist as to his 
eighteenth-century counterpart. The music, being largely 
diatonic, uses open-hole fingerings and not chromatic keys. 
There is no reason why Alberti bass figures, of which there 
are several, and arpeggios on the £, f, and £ chords would 
be harder on one instrument than on another. 
This music, to the modern ear, sounds excessively 
naive and unorganized. It is historically, rather than 
esthetically, valuable. 
Three Quartets, Opera£, ~' and I 
Crusell, Bernard Henrik (1775-1838) 
' . 
Clarinet, violin, viola, and cello 
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Crusell was a virtuoso clarinetist who at the age of 
sixteen played first chair in the Royal Band of the King of 
Sweden. After advanced study in composition in Berlin and 
.~ . 
Paris, with Gossec, he was appointed Director of the Music 
Corps of the Royal Swedish Grenadier Regiments, a position 
that he held until his death. 
The Three Quartets were published jointly in two 
editions in 1820. The publishers were Falchenberg in Cob-
lenz and Peters in Leipzig. Copies of the original editions 
are in the Library of Congress and were used for this document. 
I \ 
I# 
... 
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According to Rendall, Crusell played a clarinet 
2 
with eleven keys. It incorporated most of the improvements 
made by 1-1-liller . In easy keys the Mfiller system was capable 
of surmounting technical difficulties as easily as the 
Boehm system. 
It may be expected from the foregoing data that 
Crusell's music would be written primarily to display the 
clarinet to best advantage. Such is indeed the case in 
Opera g, ~' and 1· 
Onus g opens with a sixteen-measure introduction in 
the strings, marked adagio. Then the clarinet enters with 
b the .first theme in ~ concert. The tempo marking changes to 
allegro. The first theme is written in the style of Weber and 
uses ~he ornaments of the period. 
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Figure 110. First theme, Opus g, bars 18-24. 
The first movement is in sonata form, so the second 
subject enters on the dominant. 
2 Rendall, .2].• ill•, p. 91. 
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The themes are then put aside to make way for a 
technical episode in the clarinet. This episode is built 
on a sequence in the key of the dominant and is accompanied 
by rhythmic chords in the strings. 
Figure 111. Technical sequence, bars 66-74. 
A short development section follows involving the 
first theme only. The principle devices used are frag-
mentation and modulation. 
The first subject returns in its entirety in the 
recapitulation. The movement then closes with another dis-
of technic, this time involving wide skips. 
# : ~.._. • 
.. . . ~---
• 
Figure 112. Example of wide skips in clarinet part, 
bars 175-178. 
b The second movement, in the key of ! major, is en-
titled "Romance". It is in rounded binary form with the in-
sertion of two technical episodes which have only a vague 
ch9rdal resemblance to the main melodies. 
102 
Figure 113. First theme and section of first epi-
sode, bars 1-7, 42-L~5. 
For the most part, the strings are relegated the 
task of playing homophonic accompaniment figures. 
The third movement is written in the style of a 
typical eighteenth-century minuet with trio. It starts on 
b· b ! and modulates to ~ • The violin is given the melody 
only once. 
7 p 
Figure 114. First theme, Minuetto, bars 1-8. 
b The last movement is in E , marked allegro, and is 
~ -
in rondo form. This movement is written as a display piece 
from first to last. The rondo theme appears four times. The 
remainder of the movement is filled with passages similar to 
the one in figure one hundred fifteen • 
• 
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Figure 115. Technical sequence, fourth movement, 
bars 65-73. 
b Opus ~, also in the key of ! , is cut from the same 
mol~. The first movement is identical in form with its 
counterpart in Opus 2. One difference is noted: the tech-
nical sections are not nearly so difficult. 
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Figure 116. First subject and technical passage, 
first movement, Opus i, bars 3-10, 54-58. 
The second movement is a minuet in the same style 
as that of Opus ~o The trio, however, begins with the mel-
ody in the violin accompanied by a technical obbligato in the 
clarinet part. II 
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Figure 117. Trio of minuet, Opus~' bars 44-52. 
The third movement is entitled "Pastoral" and is in 
6/8 time. The movement is in rounded binary form with nu-
merous technical episodes. 
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Figure 118. First theme, third movement, Opus~' 
bars 1-8. 
The fourth movement, a rondo, starts in the key of Q 
minor. This time the technical episodes take as their basis 
the staccato capabilities of clarinet performance. Both the 
middle and lower range are utilized. The quartet ends with 
b 
a long coda in the key of E major in which the same staccato 
devices are used. 
• 
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Figure 119. Two examples using clarinet staccato, 
fourth movement, Opus~' bars 24-27, 79-82. 
Opus 1 is written for! clarinet, although there is 
no apparent reason · why it could not have been written for 
the 
'Jib i t t ith h f k i th i ns rumen , w a c ange o ey n e accompan -
ment. Opus 1 exploits none of the uniqueness of the A 
cla~inet, namely its deeper, covered tone. It does, however, 
exploit the full resources of the Mftller system. 
The first movement, in the key of ~ major, is no-
minally in sonata form. In actuality, it is a set of ex-
tended episodes wherein the technical capabilities of the 
instrument are displayed. This movement, for the first 
time, has whole passages of unslurred sixteenths. The fact 
that each run ends on the last sixteenth of the measure 
makes them quite difficult to play. 
Figure 120. Passage which calls for extended ton-
guing, first movement, Opus 1, bars 18-20 • 
• 
The second movement, in 3/8 time, is marked poco 
largo. It is in rounded binary form. This movement, also, 
was composed as a display piece for the clarinet. In a 
short coda, however, the clarinet and violin join to play a 
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Figure 121. Duet between clarinet and violin, second 
moveme~t, Qpus z, bars 58-59. 
The third movement is a conventional minuet. For a 
change, the first theme is split between the clarinet and the 
viola. Evidently it was written to rest the clarinetist, be-
cause the music is qutte easy in all parts. 
In Opus 1 for the first time, Crusell changed the 
fourth movement from ron~o to sonata form. The first theme 
is stated and then disappears in an outburst of sixteenth-
notes. This is by far the most difficult movement en-
countered in any of the Crusell Quartet~. It is full of 
slurred and tongued passages. Extremes of range from ~ to 
.!'''are exploited. Large skips are written. In short, 
the full technical potential of the clarinet is shown. 
Two e~amples will suffice. 
Figure 122. Technical examples, fourth movement, 
Opus 1, bars 76-78, 211-217. 
The fourth movement ends with a short dialogue be-
tween the clarinet and the violin. 
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There are two modern editions of the Opus g, !2• 1, 
available. One is an exact photocopy of the original pub-
lication published by Edition Kneusslin, Basel, Switzerland. 
The other has been revised and edited by Simeon Bellison, 
former first clarinetist of the New York Philharmonic, and 
published by Ricordi. After careful study of the Ricordi 
publication, the writer was unable to locate any revision 
except the writing-out of appogiaturas, if that can be 
called revision. Some editing has been done, primarily the 
adding of slurs to a few passages and of voluminous expres-
sion marks. 
The Ricordi edition is preferable to the Stdss 
edition, however, in two respects. The format and spacing 
make the parts much easier to read, and the price is cheaper. 
Second Quartet 1g ! Minor 
MHller, Iwan (1786-1854) 
Clarinet, violin, viola, and cello 
108 
Iwan MHller, as was related in Chapter Two, was the 
inventor of the thirteen-keyed clarinet. He was also a noted 
virtuoso and composer. All of his compositions centered about 
the clarinet. He wrote several concertos, three quartets, 
and a method book. 
The Second Quartet, a copy of which is in the Li-
brary of Congress, was dedicated to Johann Hermstadt, who 
was the foremost clarinet virtuoso of the early nineteenth 
century. Rendall says that both MHller and Hermstadt were 
particularly fond of playing in the extreme high register. 3 
There is evidence to support this in the very first measure 
of the artet. 
Figure 123. First theme, bars 1-3. 
It would be difficult to imagine anything more cal-
culated to attract the attention of an audience. 
The first movement starts in the key of ! minor and 
is marked allegro moderato. It is in sonata form. The 
3Rendall, 22· £!!., P• 97. 
first subject, quoted in figure one, gives way immediately 
to the second subject in ~ major. This theme is legato in 
character. 
Figure 124. Second theme, bars 12-17. 
A triplet motive now appears and is played by the 
clarinet and violin in turn. This motive and the two sub-
jects form the basis for a set of technical variations in 
the clarinet, leading into the development section. The 
development section consists entirely of an extended se-
quence of modulations on a fragment of the first subject. 
For the first time the viola and cello are given solo pas-
sages of importance. 
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During the recapitulation, which involves a complete 
restatement of the first theme, there is an unusual section. 
The modulation to the key of ! major for the return of the 
second subject is made by a change in the key signature. This 
time, the second subject is played by the violin. 
The coda is signaled by the appearance of the second 
subject in ! minor, followed by a lengthy technical episode 
played by the clarinet. This episode (See figure one hundred 
twenty-five) is more difficult than any other to be found in 
the Crusell guartets. In fact, this quartet is one of the 
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most difficult pieces of music in the clarinet repertoire. 
The key signatures in the clarinet part present not only prob-
lems of fingering, but also problems inherent in the design of 
the clarinet. The weakest notes on the instrument, from both 
the standpoint of accuracy of pitch and quality of tone, are 
£#'', £#' 1 ', and!#,,'. All these notes appear frequently in 
both the key of l # minor and !# major. 
, Figure 125. Technical example, coda, first movement, 
bar$ 237-242. 
The second movement - there are only tw~ - is also in 
the key of! minor. It is in the form of a theme with four 
variations and a coda, and is marked andante. 
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Figure 126. First phrase of theme, second movement, 
bars 1-8. 
~he first variation gives the clarinet a passage 
calling for fast legato tonguing. An unusual accompaniment 
is written wherein the strings play chord tones in the same 
' 
' fast rhythm pattern. 
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· Figure 127. Variation one, bars 1-3. 
, The secon~variation has the clarinet playing tri~ 
plets- and double-triplets over a simple rhythmic accom-
animent in the strings. 
Figure 128. Variation two, bars 1-3. 
Variation three changes key to ~major. A restate-
ment of the theme is split between the clarinet and the 
violin. The viola and cello play an unusual sixteenth-
note counterpoint in running thirds. 
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Figure 129. Variation three, bars 1-2. 
Variation four belongs entirely to the clarinet. 
The theme is played by the violin, but is covered by a 
flurry of chromatic scales and arpeggios. An extended se-
quence of modulations starts in ! minor, progresses through 
G major, Q minor, and Eb major, finally ending back in ! 
minor for the coda. The clarinet is given a final succes-
~ 
r---~~~~~chromatic ends in ! minor. 
PP 
Figure 130. Variation four, bars 59~61 • 
.. 
Except as slready noted, the violin is relegated to 
the accompaniment figures. Indications are that the com-
poser wished to feature only one musician in the ensemble. 
The viola plays only harmony, except for a few minor solo 
passages. The cello fulfills the responsibility of supply-
ing the bass part. 
A biographical note on the cover of the Second 
II 
guartet states that MHller was the inventor of a new type 
of clarinet, so the music must have been published after 
1810, the approximate date given for the invention of the 
MHller system. 
b Quartet 1£ ~ Major 
Kreutzer , Conradin (1780-1849) 
Clarinet, violin, viola, and cello 
Kreutzer wrote a complete Quartet. Unfortunately, 
only the second movement in a modern publication by Alfred 
4 
Music Company is currently available. 
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Examination of the second movement shows that it is 
the.same type of music that was composed by Crusell and MHl-
ler • . The movement is in the lcey of Bb major and is in 
rounded binary fQrm• The themes are heavily ornamented 
ard ·are follo'lived by episodes designated primarily to show 
the technic of the performer. The fact that the composer 
was a pianist is evident in the accompaniment played by 
the cello at the beginning. 
4 According to a letter from F. Henri KliclDUann, the 
editor, the original manuscript was brought to the publishers 
in New York, only to be left unpublished for several years. 
Finally the second movement was published and the rest of 
the Quarte~ forgotten. This writer asked permission to see 
the entire manuscript and 1-1as informed that it can no longer 
be located. 
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Figure 131. Cello accompaniment, bars 1-3. 
The first theme, marked andante grazioso, is given to 
Figure 132. First theme, bars 1-5. 
The strings play a homophonic accompaniment through-
out the entire movement. 
The clarinet plays several technical passages which 
are· vrritten in bravura, romantic style. Essentially diatonic, 
these present no particular fingering problem. 
Figure 133. Example of bravura style, bars 17-19. 
The movement ends with the clarinet playing an 
Alberti bass passage similar to the one in figure one hun-
dred thirty-one. 
CHAPTER V 
CLARINET AND STRING QUARTET 
.Q..uin tet 1.!1 !. Ma j Q.!, ! . 581 
Mozart , Wolfgang Amadeus (1756-1791) 
Clarinet in !_, string quartet 
The Clarinet Quintet was written in 1789, the same 
year as ~ ~ Tutti. It was written for !-1ozart' s friend 
and fellow Mason , Anton Stadler, a famous Viennese clarinetist. 
The first movement , marked allegro, is in sonata form. 
The first subject is presented by the string quartet. 
liD. ., 'f" I ( 
!.Jfl_ I 
p 
t\il'rl- I ,, 
I'' 7t v L 
, ~ '''~p I 
-'-
0 
I 
AI 'I , ' 
i/ 
I 
,... 
-
I 
I 
• I 
1_: - , 75. ~ 
I I 
,~~ I 
.. 
r 
u 
I I 
I 
I V 
_L I 
, ~ 
• 
.,. 
. . 
• 
Figure 134. First subject, bars 1-6. 
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In the seventh measure the clarinet enters with an 
obbligato passage of slurred sixteenths • 
. , 
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Figure 135. Clarinet obbligato, bars 7-9. 
The phrase markings over the sixteenth-notes repre-
sent a departure from the prevailing compositional practice 
of Mozart's time. It was the custom in allegro movements to 
leave all sixteenths unslurred. The articulation was fur-
nished by the performer to suit his ovm taste and skill. 
For the most par~ Mozart followed this practice. Pres~mably 
he ·added phrase markings only when he felt strongly that the 
music should be played in one particular manner. 
The second subject, in the key of ! major, also enters 
in ·the first violin. The clarinet answers immediately with 
a surprise modulation to E minor. 
Figure 136. Second subject in violin and clarinet 
answer, bars 42-45. 
The clarinet initiates the development section with 
Ill 
i\. 
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a restatement of the first theme in the key of ! major. The 
bulk of the development, however, centers on the clarine t 
obbligato shown in figure one hundred thirty-five and .not on 
the first or second subjects. It consists of a series of 
modulations given to each of the strings in turn. The clari-
net accompanies this activity with a group of arpeggios. The 
recapitulation is almost a repeat of the exposition. It even 
includes the ! minor passage shown in figure one hundred 
thirty-six. Just before the end of the movement there occurs 
a short passage in the clarinet which is almost a trademark 
of Mozart • 
.... -... 
. . . . "' 
Figure 137. Example of technical passage for clari-
net, bars 190-193. 
The second movement is in binary form, the last half 
being a literal repetition of the first half. The clarinet 
plays a beautiful melogy to the accompaniment of muted 
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The second melody enters in the first violin and is 
echoed immediately by the clarinet with a highly ornamented 
passage • 
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Figure 139. Second theme and clarinet answer, bars 
20..i21. 
One clarinet figure in particular in the second move-
ment causes difficulty. One of the thirty-second-note runs 
ends on £ 111 as the last thirty-second in the measure. This 
note is the first one in the run to use a harmonic fingering. 
Therefore it blov-rs with a different resistance from the .£'' 1 
below· it. The ability to play the scale evenly without having 
the last note pop out louder than the rest is proof of a high 
degree of proficiency. ~ 
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Figure 140. Example of difficult clarinet passage, 
bar 46. 
The movement ends with one of the first examples in 
Ill 
clarinet literature of the melodic use of the extreme low 
register. 
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Figure 141. Example of low register, bars 80-85. 
The third movement is a minuet with two trios. It 
starts in the key of! major with the first theme in the 
clarinet. The first trio in A minor is for the string 
quartet only. It consists of a strict canon between the 
first' violin and the viola. The second trio features the 
clarinet in a typical landler, again in A major. The 
landler was a slow waltz with a heavy accent on the first 
beat df every measure. The form was used by Mozart in many 
of his compositions. 
77. 
Figure 142. Clarinet passage, second trio, bars 74-
The fourth movement is a theme with five variations 
and a coda. The theme is split between the clarinet and the 
first violin. 
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Fi~ure 143. Theme, fourth movement, bars 1-4. 
Variation one belongs to the clarinet. It contains 
a section which is made difficult by a series of large skips • 
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Figure 144. Variation one, bars 16-24. 
Variation two is given to the first violin, which 
plays a rhythmic variant of the theme. 
Variation three features the viola in a solo which 
is perfectly suited to that instrument. It is in! minor. 
Variation four brightens the mood by changing back 
to ! major and giving a fast, sixteenth-note obbligato to 
the clarinet. In the original the passage is unslurred, 
,. 
but cannot be played that way because of the tempo. It is 
customary to play this section with two notes slurred and 
two tongued. 
Figure 145. Variation four, original and edited 
ver~ion, bar 65. 
. .... 
121 
The last variation presents the melody in a highly 
embellished form. The first violin plays the beginning four 
measures and then the rest of the variation,which is marked 
adagio, is given to the clarinet. The melody is written in 
a style that encourages rubato playing. 
--.....+ ~ 
Figure 146. Clarinet passage, fifth variation, bars 
93-94. 
The coda goes to an allegro tempo with the melody in 
the strings. The clarinet plays an obbligato figure with two 
embellishments. The movement ends with two more thematic 
fragments and several forte chords in ! major. 
The Mozart Quintet is justly one of the mainst~ys in 
the clarinet repertoire. It is the first piece of chamber 
music for the clarinet that has lasted to this day. Its 
musical worth is beyond question. 
The best mod~rn edition of the Quintet is published 
by Boosey and Hawkes and is edited by Frederick Thurston, a 
distinguished English clarinetist. Mr . Thurston changes 
nothing from the original except to add phrase markings to 
some of the longer sixteenth-note passages. The music is 
set up with logical page turns in all parts, something for 
which the publishers are to be commended. 
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b Quintet 1!?. ]2. Major, Opus ,2!t 
Weber, Carl Maria von (1786-1826) 
Clarinet and string quartet 
Weber v~ote the Quintet in 1815 for the virtuoso 
clarinetist, H.J. BHrmann. The original publication, a 
copy of which is in the Library of Congress, has a dedica-
tion to BHrmann on its title page. Since he was reputed 
to be the foremost clarinet virtuoso in Europe, Weber 
wrote music that was mainly technical in nature. 
The string quartet, with a few minor exceptions, 
serves only to accompany the soloist instead of having a 
part of equal importance, as in the Mozart £qintet. 
The first movement, marked allegro, is in sonata 
form'. It starts with a hushed introduction in the strings 
which prepares the audience for the pianissimo entrance of 
the clarinet on£'''. The device of having the first en-
trance of the clarinet at a pianissimo level is a typical 
mannerism of Weber. Nearly all of the literature that he 
wrote for the clarinet contains this same opening. 
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Figure 147. Opening passage for the clarinet, bars 
12-16. 
Five measureB later the first theme is played by the 
I 
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solo instrument, and then disappears entirely until the re-
capitulation. 
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Figure 148. First subject, bars 16-24. 
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The second subject is nominally in the key of ! al-
though continuous transient modulations blur the tonality 
somewhat. 
Figure 149. Second subject, bars 45-48. 
The subjects do not assume much importance, however, 
I 
since the development makes no use of them. It is turned in-
..... ~ 
to a technical vehicle for the clarinet. All of the famil-
iar devices, such as arpeggios, extended tonguing passages 
and large skips are present in profusion. One example 
follows. 
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Figure 150. Example of technical passage in develop-
ment section, bars 74-77. 
In the recapitulation the first subject is brought 
back once and then immediately is followed by a technical 
coda, which is as long as the development. The movement ends 
with ~ long chromatic scale and another quotation of the in-
troductory figure shovrn in figure one hundred forty-seven. 
The second movement is entitled nFantasia 11 and is 
marked adagio with good reason. The expressive theme is 
given to the clarinet. 
Figure 151. Theme of second movement, bars 5-8. 
The major portion of the movement is filled with 
chromatic runs written in hundred-and-twenty-eighth-notes. 
They are marked alternately as loud as possible and as 
soft as possible. 
Ill 
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Figure 152. Chromatic runs, second movement, bar 39. 
The third movement is a minuet and trio with a mark-
ing of capricio presto. In spite of the title, this move-
ment is much more subdued than the first and second. 
The fourth movement is a lengthy rondo marked allegro 
giojoso , possibly a misprint on the score. The rondo theme is 
1vri tten almost entirely tn sixteenth-notes vri th no slurs 
marked. The composer must have meant it to be played that 
way for two reasons: 1. The notation in figure one hundred 
fifty-three is taken from the original publication. 2. There 
are many other places in the same movement where the composer 
has marked in slurs over extended groups of sixteenths. Pre-
sumably B~rmann, for whom this was r~itten, had an exceptionally 
fast staccato. 
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Figure 153. Rondo theme, fourth movement, bars 3-10. 
The episodes in this movement are three in number. 
The first one takes as its point of departure several fast 
nassages. 
40. 
Figure 154. First episode, fourth movement, bars 3b-
The second episode has a long, lyrical melody. 
Figure 155. 
1.33-197. Second episode, fourth movement, bars 
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The last episode leads directly into the coda. It is 
composed of a long sequence of scales and arpeggios in double-
triplets. 
Figure 156. Third episode, fourth movement, bars 339-
There is a modern edition of the work available in 
two different forms, either as a quintet or as a solo with 
piano accompaniment. The edition is edited by P.X. Laube 
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and is printed by Cundy-Bettoney. The editing consists of 
placing slurs over most of the passages containing sixteenth-
notes and adding voluminous expression marks which are not 
in the original. Unfortunately, the paper is cheap and the 
printing is rather cramped. The second and fourth movements 
are published separately with piano accompaniment under the 
title "Fantasia and Rondo". 
b 
Fourth §£12 1£ ~ Major 
Klose, Hyacinthe Eleanore (1808-1880) 
Clarinet and string quartet 
H. Klose is credited with having applied the Boehm 
ring keys to the clarinet. At the time that this was ac-
complished he was Professor of Clarinet at the Paris Con-
servatoire. The article in Baker 's Biographical Dictionary 
makes <the statement that "Klose wrote music of great techni-
~ 1 
cal difficulty to shm.v off the Boehm system clarinet" If 
the foregoing is true, then the Fourth .§.212. must have been 
written after 1843, the year that the Boehm system clarinet 
was invented. 
The Fourth .§.212. rras vrri tten for clarinet and string 
p. 841. 
1 Slonimsky (Baker's Biogra~hical Dictionary), £R· £!!•, 
quartet. As may be expected, the strings serve mainly as a 
background for the clarinet. There is also a provision for 
adding string bass. The part is written with the cello and 
merely doubles that instrument in certain places. 
The first movement is in 6/8 time and is in binary 
form. There is a ten-measure introduction played by the 
quartet, and then the clarinet enters with a lyrical ca-
denza. 
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Figure 157. Cadenza, first movement, bars 11-14. 
The first theme is romantic in character and is 
marked "con lagrima 11 • 
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Figure 158. First melody, first movement, bars 22-30. 
In this melody and in other places that will be 
l 
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designated, it seems that Klose has deliberately written 
ornaments and other figures that are not too difficult on 
the Boehm system clarinet but which are extremely difficult 
on the MHller system. For instance, the third measure of 
figure one hundred fifty-eight utilizes a combination of 
notes that force the player of the MHller system to slide 
from one key to another with both little fingers. This pas-
sage is easy on the Boehm system with its alternate keys. 
The rest of the movement develops in the same fashion 
and closes in ~b major. 
Next comes a twenty-measure section for the string 
quaTtet, serving as an introduction to the second movement. 
The second movement is entitled "Bolero" and is in 
3/4 time. The first theme in the clarinet has the instruction 
"avec coquetterie". 
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Figure 159. First theme, Bolero, bars 2-6. 
The Bolero is in binary form and alternates the 
first and second themes with technical episodes in the 
same style as the Weber Quintet. 
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The second theme is a contrasting legato melody. It 
appears first in the clarinet and next is taken up by the 
cello. In the seventh measure of this melody Klose wrote 
in a turn which goes across the break (See footnote, p. 30) 
in such a way as to be · difficult on old-style clarinets and 
easy on the Boehm system. The Boehm system has a side key 
that can produce £ 1 ' with an alternate fingering. 
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51. ' Figure 160. Second theme 1-rith turn, bolero, bars 44-
The second appearance of the theme in the cello is 
accompanied by an Alberti bass figure in the clarinet that 
is also written across the break. This type of passage is 
difficult on any inst~ent. 
One more passage will be cited in which it is obvious 
that Klose was writing only for his own Boehm system clarinet. 
The repeated £# to ~b and the thirty-second notes across the 
break again require slides and movements of large groups of 
fingers in unison on the MHller system and only the use of 
alternate fingerings on the Boehm instrument. 
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Figure 161. Passage involving alternate fingerings, 
bars 83-85 . 
Rendall sums up the difference between the Mftller 
system and the Boehm system by saying that "the Mftller 
calls for nimbleness of finger, the Boehm for nimbleness 
? 
of wit to select the correct fingering".-
The bolero ends with a totally unrelated coda in 
the key of ! major, which has the object of making the 
clarinetist play as fast as possible. 
Quintet!!!:!?, Minor, Opus 115 
Brahms, Johannes (1833-1897) 
Clarinet in ! and string quartet 
The Quintet is the second work that Brahms was in-
spired to write for the clarinetist Richard Mfthlfeld . The 
second movement in par~icular displays the full powers of 
the clarinet. Brahms wrote to Hanslick saying that during 
rehearsals the adagio was played " ••• as long and as often as 
3 ' the clarinetist could hold outu. To show the esteem in 
2 Rendall , 2£• £11., p. 105. 
3 Drinker, 2£• £11., p. 127. 
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which Brahms held Mfihlfeld, Joachim relates that Brahms 
would not allow the Quintet to be performed in London unless 
the promoters engaged Mfihlfeld to play the clarinet part, be-
cause there was "· •• too much Gypsy-stile" in it for an 
4 
English clarinetist. 
The Quintet was written in 1891 and was first per-
fonned at Meiningen by Muhlfeld , Joachim, Hausmann , and two 
members of the Meiningen Orchestra. 
Presumably Brahms chose the A clarinet because of its 
mellower tone since the Qqintet is written primarily to high-
light that aspect of the inst1~ent. It is also possible 
that .the choice of instruments i-ras made by 1'-ifihlfeld . 
· The first movement is in 6/8 time and is marked allegro. 
The ope~ing section has one curious feature: it seems to 
be in· the key of ~ major, rather than B minor. The introduc-
tion in the strings is in ~ major, and the entrance of the 
clarinet with the first subject is on a~ major arpeggio. 
p 
Figure 162. First subject, bars 5-14. 
There is not a clear statement of ~ minor until 
measure twenty-five, when the entire ensemble plays a 
forte B minor chord. 
The second subject also enters first in the clari-
net. It is legato in character and is marked espressivo. 
Figure 163. Second subject, bars 38-it-6. 
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The development section is written so that the 
clarinet becomes a member of the ensemble, not just a solo-
ist outside of the ensemble. Melodic fragments are dovetail-
ed together with ever increasing rhythmic complexity. One 
of Brahms' favorite rhythmic devices, the hemiola, is used 
several times. 
cL .tl'. f.b:'.,. ,.,...--; 
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Figure 164. Example of dovetailing of melodic frag-
ments, bars 87-89. 
After a full recapitulation of all themes, the move-
ment ends with a coda which makes good use of the low register 
of clarinet. 
Figure 165. Example of writing for the low register, 
coda, bars 199 -206. 
The second movement is in 3/4 time and is marked 
adagio. The first section fluctuates between the key of 
f'\ 
lA 
i" 
B major and ~ minor. The clarinet plays the melody ac-
companied by muted strings. The accompaniment is entirely 
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Figure 166. First theme, second movemen~, oars a-(. 
This theme, played also by the violin, leads into 
the second section rri th the famous "Gypsy-stile". This 
section consists of a passionate melody embellished by the 
addition of florid runs and arpeggios. 
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Figure 167. Second theme with embellishments, second 
movement, bars 51-54. 
There is a short return of the first theme in the 
first violin, followed by another series of arpeggios. These 
are extremely awkward to finger, being in the lcey of !. major 
for the clarinet. Also, one of the arpeggios reaches a top 
note of !t,,', which has already been described as a parti-
cularly bad note on the Boehm system. The modern edition 
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published by International Music Company writes out anal-
b ternate part for the ~ clarinet in this spot. This has 
the advantage of lowering the high !# to ! ~ , which is a good 
note on the instrument. There are only four beats in which to 
accomplish a change of clarinets, however, and the editor 
does not suggest how this is to be done. In performance, it 
is impossible to make the necessary svTi tch satisfactorily. 
The second movement ends calmly in D major with a 
restatement of the first theme. This movement, in the 
writer's opinion, is beyond compare in clarinet literature. 
The third movement , in the key of D major, is in a 
greatly expanded binary form. It starts in 4/4 time and is 
marked andantino. The first theme in the clarinet is re-
miniscent of the allegretto section in the third movement of 
the S~nphony Number Qg£. The melody seems endless and actual-
ly does stretch for nineteen measures without a pause. Only 
the first portion will be quoted. 
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Figure 168. Portion of first theme, third movement, 
bars 1-9. 
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The cello accompanies the clarinet with a counter 
melody. .At measure nine, the quartet joins in until the end 
of the first section. The rhythm in the ~uartet is synco-
pated and serves to blur the pulse of the melody. 
The second section changes in character. It is in 
2/4 time and is marked presto. The staccato theme enters , 
first in the strings and after eleven measures is joined by 
of the first melody in the clarinet. 
Figure 169. Second theme, third movemen~, oars ~~-~7. 
There are several places in this movement that present 
great qifficulty to the clarinetist. The arpeggios, them-
selves, are quite simple until they are played up to the 
tempo of the movement. Then they become blurred and in-
distinct in the hands of all but the best players. 
Figure 170. Example of difficult technical arpeggios, 
third movement, presto, bars 94-96. 
A restatement of the first two measures of the first 
theme by the clarinet ends the third movement. 
The last movement is a theme with variations in the 
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key of~ minor. It is in 2/4 time and is marked con moto. 
The theme is split between the clarinet and the first violin, 
being derived from the first theme in the third movement. 
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Figure 171. Theme, fourth movement, bars 1-9. 
The first variation is given to the cello and con-
sists of a running eighth-note figure built around the chord 
structure of the theme . 
· The second variation is an "appassionata" treatment 
of the theme on the lower strings of the violin. The clari-
net joins in the second half of this variation with a succes-
sion o~ eighth-notes over a syncopated accompaniment in the 
strings. 
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Figure 172. Clarinet melody with syncopated ac-
companiment, fourth movement, bars 81 -84. 
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The third variation has been labelled by some writers 
as the "musicbox" variation. It consists of a rhythmic 
secondary part in the second violin, viola and cello, and 
two separate sixteenth-note fi gures in the clarinet and 
first violin. This is the most difficult variation for 
the clarinet, but it poses no particular problem to the 
. performer with a good staccato. 
Figure 173. Clarinet variation, fourth movement, 
bars 11 3-11 6. 
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The fourth variation changes to ~ major and consists 
of a dialo gue between the clarinet and the first violin with 
the theme as the subject. 
The last variation goes back to ~ minor and changes 
to 3/8 time. Brahms uses this section as a transition to 
the coda. He combines the theme of the fourth movement 
with a suggestion of the first subject of the first movement. 
~here is a restless pizzicato accompaniment underneath 
urging the melody on into the coda. 
The coda, in 6/8 time, brings back the first subject 
of the first movement for a few bars of reminiscence, then 
the last movement ends piano in the lower register of all 
the instruments. It is interesting to note that all the 
movements end piano. Apparently Brahms wanted no bombast 
in this music. 
The modern edition published by International Music 
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Company is identical to the original edition, except for the 
bb insertion previously mentioned, 
Brahms transcribed the clarinet part for viola, 
but made no changes. The •~iter feels that the QRintet is 
not as effective when played by the viola. Musical dialogues 
exchanged between the clarinet and strings lose their 
meaning because there is no contrast in tone color when 
stringed instruments play all the parts. 
CHAPTER VI 
CONCLUSIONS 
The music discussed in this document spans two general 
periods in musical history, classical and romantic. The gen-
eral characteristics of the music as it applies to the clari-
net are as follows: 
A. Classical - The music is mainly melodic, in 
keeping with the limited technical possibilities of the 
clarinet. It seems to have been written for its value as 
pure music, rather than to show off the instrument. Except 
for the music of J.!ozart, it was written with a minimum of 
instructions to the player, he being expected to supply 
phrasing, style, and embellishments without direction from 
the composer. Hozart, being extremely articulate, wrote out 
most of his embellishments, especially in the slow movements. 
B. Early Romantic - This was the era of virtuoso 
clarinetists, so most of the music was written either by 
these men, or for .them. The music, therefore, became increas-
ingly technical and progressively lighter in style. The com-
positions featured involved melodies with profUse written em-
bellishments. Regardless of the basic form of a movement, it 
usually ended up sounding like a theme with endless variations. 
Weber is a good example of a composer who used this style of 
composition. 
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Beethoven, and the composers who imitated him, wrote 
for the clarinet in a different style, which was orchestral 
in nature. He used the clarinet in his chamber music much 
the same as he used it in orchestra, as a melodic instrument 
with not too much technical potential. Possibly he gave the 
development sections in the first movements of his two Trios 
primarily to the piano for this reason. 
C. Late Romantic - In the late romantic period two 
distinctly different styles developed. One was an over-
emotional style written for the salon. This music was melo-
dic in character and harmonically simple to the point of 
na!vet~. Music of this type fulfilled its purpose of amusing 
people without giving intellectual stimulation until it was 
out-moded by the increasing intellectual and social ferment 
of the approaching twentieth century. The second style, 
exemplified by Brahms, took the best of both classicism and 
romanticism and fused them into a new style, producing music 
for the clarinet which has not been equalled to this day. 
All of the composers included in the document utilized 
the instruments of the trio in approximately the same way. If 
the violin was the third instrument, the music was written for 
two soloists who contend with each other for the best parts. 
Very often the violin was the victor because of its superior 
range and agility. 
If the viola was the third instrument, the music became 
a duet between two partners. The clarinet was usually 
given the melodic part and the viola the harmony. 
Clarinet, cello, and piano was by far the most pop-
ular form, accounting for more than three-fifths of the trios 
found. In this combination the cello was used as both a 
melody and a bass instrument. The clarinet and cello also 
gave the composer a greater span of range with which to deal 
than did the other combinations. 
The piano had two functions. It played the part of 
a continuo, binding the instruments together and supplying 
needed harmony, and it was given any technical sections in 
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the music which the composer felt were beyond the capabilities 
of the other instruments. 
Most of the composers who used the quartet form were 
not men of lasting fame. Lists of nineteenth century chamber 
music for the clarinet show more quartets than any other form, 
but almost none of the music has survived. If the examples 
exhumed for this document are typical, the reasons are ob-
vious. First, the traveling virtuoso, for whom most of this 
music was written, has virtually disappeared from the modern 
scene. Second, the technic of the clarinet, as leader of the 
quartet, limited the flexibility of the strings, Third, be-
cause of a difference in tone quality, the clarinet usually 
had to be soloist or be left out entirely if some other instru-
ment was given the solo part. Fourth, when the clarinet was 
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left out, the resulting trio did not have the harmonic poten-
tial of either of the other combinations discussed in the 
document. 
The quintet was the most satisfactory form, judging 
from the music included in the document. First, it included 
a complete string quartet, a group with which the composers 
were familiar. Second, the clarinet did not have to play all 
of the time to give full harmony. Third, the clarinet gave 
a pleasing contrast in tone color to the blend of the string 
quartet. 
The composers did not change their style when writing 
for small combinations. In general, they treated the clarinet 
as if it were a member of the orchestra. Beethoven wrote his 
usual melodic sections for the clarinet in the Trios, but did 
not seem to trust that instrument in any but the simplest 
keys. As cited in Chapter Five, Brahms wrote clarinet parts 
in his 1!1£ and Quintet that bear remarkable similarity to 
his orchestral works. Mozart was the only one able to tran~ 
scend the limitations of the clarinet of his day and realize 
the potential inherent in the instrument. 
Mozart wrote with an innate understanding of tech-
nical aspects of clarinet playing; Beethoven directed his 
thoughts only to the music, and Brahms wrote with a keen com-
prehension of the expressive qualities of the instrument. 
The choice of sonata form was the same for all three 
in the main movement of their works, but the choice of 
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instruments was not. Beethoven chose the Bb clarinet, while 
Mozart and Brahms chose the instrument in !· Possibly they 
chose the ! clarinet at the behest of the artists for whom 
the works were composed. The artist was a necessary catalyst 
for all the enduring works discussed in this document; there-
fore it can be assumed that his advice was solicited. 
A clear progression of the technical development of 
the clarinet can be seen in the music. 
Five- and six- I-I"1l.ller system Boehm system 
keyed clarinet 
Range 
(average) 
.!I to .2.111 ~ tO ,€!: I I I ~ to a' r ' 
2# b 3# and 3b All keys Keys and 3 
(average) 
Technic Diatonic Diatonic, par- Fully 
(average) tially chro- chromatic 
matic 
Skips Normal melo- e to .€!:111 ~ to !!."' die skips 
only 
Figure 174. Progression of technical development of the 
clarinet. 
The data in figure one hundred seventy-four excludes 
the Quintet of Mozart. Its technical requirements are far 
ahead of the other works of that period. 
In many of the compositions discussed, the composer 
specified alternate stringed instruments for the clarinet 
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and wrote special parts for them. In the great majority 
of cases the only difference to be found in the parts was 
that occasioned by a difference in range between the two 
instruments. This leads one to believe that most of the 
composers, excluding those who wrote technical vehicles for 
virtuosos, felt that the choice of instrument was secondary 
in importance to the music. 
It is impossible before 1842 to discern whether 
musical requirements forced the invention of better mech-
anisms, or whether better mechanisms enabled composers to 
utilize the instrument to better advantage. After 1842 
different conclusions can be drawn. The clarinet has not 
changed essentially since then, and yet the music written 
for that instrument has become immensely more difficult: 
witness the orchestral parts of Stravinsky and the Concerto 
by Carl Nielson, to name only two examples. Clarinet tech-
nic since 1842 has advanced because of musical demands, and 
not because of changes in the instrument. In fact, some of 
the finest present day clarinetists are using instruments 
that are of pre-World-War-Two vintage. 
It is valuable to re-examine neglected music litera-
ture occasionally. There is always the possibility that 
something of worth will be brought to light. Usually, 
though, it is found that long buried music of minor com-
posers is not acceptable to contemporary musicians. Many 
times it is too imitative of some great composer's style to 
have any worth in its Oi~ right. In order to survive, music 
must have qualities which transcend the historical period in 
which it is written. 
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LECTURE RECITAL 
Tonight., ladies and gentlemen, I should like to 
divide the lecture recital into two parts. In the first 
part I shall explain the contents of my document entitled 
"The Rise of Chamber Music for Clarinet and Strings through 
the Nineteenth Century", selecting representative works for 
discussion. In the second part I shall play certain examples 
to illustrate the different styles in which this chamber 
music was written. 
The document is divided into three different parts: 
1. A survey of the development of the clarinet mechanism 
from the invention of the instrument in or about 1700 to 
the present. 2. A survey of selected chamber music for 
clarinet, one stringed instrument and piano, clarinet and 
string trio, and clarinet and string quartet. 3. Con-
clusions based on a correlation of the first two sections. 
Modern writers usually explain the invention of the 
clarinet by saying that Johann Christoph Denner and his son, 
Johann Denner, added a speaker key to the chalumeau, there-
by greatly increasing its range. Also, the Denners are 
usually given the credit for adding another key to the 
bottom joint to bridge the gap between the lower and higher 
registers. Neither of these statements can be proved. 
It cannot even be proved that the seventeenth century 
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chalumeau that J. Denner knew was a single reed instrument. 
No matter how much one may search through museum catalogues, 
there cannot be found an extant specimen. Even the eight-
eenth century chalumeaus described and depicted by Diderot and 
Reynvaan cannot be used as models for the seventeenth century 
instruments because they may have been "improved" models 
whose existence was hinted at by Doppelmayr in his ~ 
History 2f ~ Instrument Makers of Nuremberg. 
For two reasons the most that one can say is that the 
chalumeau was the probable ancestor of the clarinet. First, 
the word chalumeau was given no consistent meaning by early 
writers. Johannes iial ther, in his Lexicon of 1732, gave as 
a definition the following: "a. a shawm, shepherd's pipe; 
b. the pipe of a bagpipe; c. a small wind instrument with 
seven holes; d. a small boxwood instrument with seven holes 
on top, one underneath, and two brass keys." Definitions 
£ and ~ show that the word chalumeau could be used for both 
the instrument now bearing that name and the instrument now 
called the two-keyed clarinet. 
Second, a statement made by Doppelmayr would lead one 
to believe that the clarinet was a separate invention, rather 
than just an improvement over the chalumeau. He said, in his 
~ History 2f ~ Instrument Makers of Nuremberg, that Jo-
hann Christoph Denner, a recorder-maker, had invented the 
clarinet and improved the chalumeau. This could mean that 
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the clarinet was a separate invention rather than just an 
improvement. History shows that advanced instruments usual-
ly evolve from primitive instruments, however, so it is 
reasonable to infer that the basic idea for the clarinet 
evolved from the chalumeau. 
Baines, in his W'oodwind Instruments ~ their History, 
has one further suggestion. Denner was a recorder-maker, and 
the oody of the t1m-~:eyed clarinet looks more like a recorder 
than a chalumeau, so the clarinet miEht have had, not one, 
but two instruments as its ancestors. 
There is also disaGreement when the word clarinet, 
or its equivalent, was used for the first time. In the 
Harvard Dictionary of Nusic, Appel says that it was first 
used by Walther in his Lexicon of 1732. Eendall, in his 
book~ Clarinet, states that " ••• in 1716 or just before 
Roeer was advertising 'Airs a deux clarinettes ou deux cha-
lumeaux'." In any case, the term clarinet came into general 
use soon after the turn of the eighteenth century. 
The two-keyed clarinet, as it was first developed, 
consisted of three pieces: a mouthpiece and barrel joined 
together a~ one unit, a long body, and a foot joint. The 
body was pierced by six holes in front and one behind. The 
foot joint had two small holes bored side by side. The 
lower compass was to a written! with all holes closed. 
Txo keys were appended to the upper joint. Opening 
either key produced the note~· and opening both simulta-
neously produced the note E.• Evidently E. flat w·as sounded 
by loosening the lips and covering some of the tone holes. 
Either key could be used also as a speaker key to produce 
the twelfth above. 
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The first great improvement was made when the hole 
for the thumb key was reduced in size and moved upward, This 
allo~red the b flat to be produced when both keys were opened 
at the same time, end made the twelfth above easier to pro-
duce. 
~he two-keyed clarinet had one major disadvantage, 
All the semitones except E. flat and low! sharp had to be 
produced with the help of forked fingerings which were made 
by closing one or two holes immediately belm·r the hole that 
was sounding. TNhile this lowered the pitch approximately a 
semitone, it also greatly reduced the resonance and made the 
playing of fast passages involving a succession of half-steps 
extremely difficult. 
For this reason the two-keyed clarinet was superseded 
in about 1770 by one with five keys. The extra keys enabled 
the performer to play some of the semitones by means other 
than the use of forked fingerings. 
The five-keyed clarinet must have been quite popular 
because there are specimens listed in almost every museum 
catalogue that may be consulted. Hany authors think that it 
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was the five-keyed clarinet Mozart had in mind when he wrote 
his music, but there is an article in the Modenjournal which 
contains a description of Anton Stadler's clarinet, Stadler, 
for whom Mozart wrote his concerto and quintet, had a more 
elaborate clarinet which was fitted with an extension to 
v~itten £• He also had an extra key for 5 sharp. 
The next great improvement was made by Iwan Htiller 
when he introduced his thirteen-keyed clarinet about the 
beginning of the nineteenth century. 
Mtiller's instrument had a separate key for each 
semitone in the chromatic scale, which allowed the player 
to dispense with the system oflforked-fingerings, Mtiller 
also changed the size and placement of many of the holes in 
order to improve the intonation. 
Finally, in about 1842, Hyacinthe Klos~, working with 
August Buffet, made a series of radical changes in the fin-
gering system. Klos~ and Buffet adapted the system of rings 
to the clarinet which had been pioneered so successfully on 
the flute by Theobald Boehm. These rings allowed one finger 
to control the opening or closing of several holes at a 
time. The success of this new key arrangement, which was 
patented in 1844, is evident, since most clarinetists still 
use instruments built on Klos~'s arrangement of the Boehm 
rings. 
Many other people have tried to overcome the faults 
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of the Boehm system clarinet, but no one person's ideas have 
met with any measure of acceptance. The great virtue of the 
Boehm system is its relative simplicity. As yet, no one has 
been able to retain this simplicity and still make a sig-
nificant improvement. 
Even the Boehm system has not been universally ac-
cepted, however. !-!any European players still use the lf'liller 
system or the Albert system, another mechanism which became 
popular in the military bands of the late nineteenth century. 
The tone of the clarinet must have been quite shrill 
in its infancy; in fact, its very name was probably derived 
from this characteristic. Clarinetto is a diminutive of the 
word clarino, which was the name given to the highest re-
gister of the trumpet. About 1850, published method books 
emphasized the "now fuller, much softer and more agreeable" 
tone of recent instruments. Presumably this change in tone 
quality was obtained by expanding the bore, adding a bell 
with a larger flare, shrinking the size of the mouthpiece, 
and using a smaller reed. 
Tone quality is further affected by the pitch of the 
instrument, as determined by its size. Generally, the smal-
ler the horn in length and bore, the shriller will be its 
tone. As the instrument is made larger, the tone becomes 
progressively more resonant and mellower in sound. 
Many composers were well aware of this factor and 
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chose to compose for a :particular size of clarinet. 1-!ozart 
wrote both of his major compositions for Anton Stadler, and 
since Stadler owned clarinets of several different pitches, 
Mozart could have had his choice of instruments. In choos-
ing to write for the! clarinet, he indicated his preference 
for a softer, mellower-toned instrument, especially as a 
solo voice in combination with strings. 
Brahms wrote a quintet and trio for the ! clarinet 
at a time when the Boehm mechanism would have enabled l~tihl-
feld, a famous virtuoso for whom the music was composed, to 
b have :played them on the ~ clarinet. The richness of these 
works, however, is :particularly suited to the warm, dark 
tone of the ! clarinet, and Brahms must have had this in 
mind when he made his choice. 
The clarinet gained acceptance as an important 
musical instrument slowly at first because of its technical 
deficiencies; however, this was followed by a rapid rise in 
acceptance as the mechanism progressed through various stages 
of improvement. 
Mozart gave impetus to this development with his 
concerto. The virtuoso tradition was then carried on by 
such composers as vTeber, Spohr, and Brahms. 
The application of the Boehm patent to the clarinet 
was the last major development until the present. The only 
basic improvements to be accepted by the majority of clar-
inetists since 1844 have been in the bore, mouthpiece, and 
reed. 
In the past few years, there have been two major 
tentative changes in the clarinet mechanism, neither of 
which has gained acceptance. The first is called the Me-
Intyre 
f!.#, g, 
system. 
b 
a, or b 
- -
In this system, there are no conventional 
keys. The holes for each of these notes 
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are covered by pads, each of which is actuated by an individual 
ring. This changes the basic finger technique for the 
so-called throat register, and therefore has not been adopted 
by professional clarinetists. The mechanism seems to work 
well in simple keys, but the fingering problems in remote 
keys are staggering. 
The second mechanism was designed by Rosario ~1azzeo, 
Qf the Boston Symphony, and is marketed on the Selmer clarinet. 
Basically, it consists of a change in the 
the throat ~b. On the Mazzeo system, the 
fingering for only 
b 
b is fingered by 
pressing down any of the right hand rings, while fingering 
~· It does not call for a drastic change in technique, 
therefore the Mazzeo system is beginning to gain a fe<r adher-
ents. The advantage of the Mazzeo system is that it used a 
b 
separate hole to produce ~ , which is of the proper size and 
in the proper location. This is not true of the Boehm system. 
b 
Only time will tell if the Mazzeo system E. mechanism will 
become a basic part of the clarinet. 
The development of chamber music for clarinet, 
naturally, runs a course parallel to the development of the 
instrument. 
The first piece of music discussed in the document 
is among the earliest examples of chamber music for the 
clarinet, in which the part is clearly labelled for the 
instead of for the chalumeau. The composer of 
b 
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clarinet, 
the Sonata 1a ~ Major, as it is entitled, is Georg Christoph 
Wagenseil. 
Wagenseil was born in 1715, and died in 1777. The 
Sonata was written for clarinet, violin, and basso-continuo. 
The original signed manuscript of this work is now in the 
Library of Congress. Nothing is known of the history of this 
particular piece of music, since there seems to be no record 
of Wagenseil's compositions. 
The clarinet in use during the time of Wagenseil was 
a two-keyed instrument incapable of any great display of 
virtuosity; nevertheless, this simple piece of music shows 
that the clarinet was already being recognized for its 
ability to play an expressive melody. The violin in this com-
position is used for harmony only; never once does it claim 
a share of the melody. The bass part designates no particular 
instrument, but the cello is a practical choice. A string 
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bass, sounding an octave lower than the part is written, 
probably should not be used. 
The first movement is a simple two-part song with 
some rather wide skips. There are few slurs or expression 
marks. In one place, the composer apparently felt it neces-
sary to suggest the dynamics and phrasing. He made the in-
sertions only once, however, and then left the same musical 
figures unadorned when they were repeated later in the music. 
The second movement is again a two-part song. There are very 
few accidentals in the music, and then only those that gave 
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the least trouble as forked fingerings, such as the note ! , 
which has already been demonstrated. The range of the piece 
is from the first space ! to the first £ above the treble 
staff. There is one repeated notation in the Sonata which 
should be explained. In certain places, the abbreviation 
c-h-a-1., standing presumably for chalumeau, is written over 
the top of a phrase. This was common practice, and meant 
that the parts so marked were to be played an octave lower 
than written. It is peculiar, though, that in the sections 
where this marking occurs in the clarinet part, the harmony 
in the violin is actually ~vritten an octave lower. 
One of the earliest clarinetists on record in the 
King's Orchestra of Paris was Gaspart Procksch. Procksch was 
a composer, as well as a clarinetist, and wrote many chamber 
works for the clarinet, none of which has survived. His 
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works are advertised in Breitkopf's Catalogqe of 1777, In 
the same list appears also an advertisement for the guartets 
of Carl Stamitz. Stamitz wrote three groups of quartets 
which included a clarinet. These are numbered Onus ~. 
Opus Eight, and Opus Twelve. 
A word of explanation is needed about the opus numbers 
assigned to these quartets. During the time of Sta~itz, opus 
numbers were assigned by the publisher to represent the order 
in which he published the music of any given composer. If a 
work was brought out by t;ro or more publishers, more often 
than not, it rrould have different opus numbers for each firm. 
These quartets were all published by more than one business 
house, The numbers used in this document rrere taken from the 
listing given in the Bayern De~ler, 
Since the guartets have so many traits in common, I 
shall discuss them as a group. None of the guartets was 
written specifically for the clarinet: they were ;rritten for 
violin as first choice, and oboe, flute, or clarinet as second 
choice. In the first editions of all except Onus Twelve, there 
l>as no separate clarinet part written. This can be taken to 
mean that the composer had in mind the £ instrument and not 
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the ones in E. or !!:• The fi ve-lceyed clarinet 1-ras just coming 
into favor when the guartets were written, so, as may be ex-
pected, the part designated for the clarinet is essentially 
diatonic. The range, except in Onus ~. probably composed 
the latest of the three groups, never exceeds that of the oboe. 
12 
One of the techniques of the Mannheim school, of 
which Carl Stamitz was a member, can be found on every page. 
Before the Mannheimers, it was the custom never to vary the 
dynamics within a phrase. A section was played at one dynamic 
level, and then, if a change were desired, the entire section 
lias repeated at the new dynamic level. The Mannheim practice 
vras to vary the dynamics either within the phrase or from one 
phrase to the next, the second being new material, and not a 
repeat of the first. 
Also, in typical Mannheim style, the Quartets are es-
sentially homophonic. The first movements all have the same 
formal design, a rudimentary sonata form. The organizing 
principle used is not so much a repetition of themes, as a 
repeating of keys. There is always one recurrence of a 
fragment of the first theme, but not enough to be called a 
recapitulation. The subject is heard in full on~y at the 
beginning of the movement. 
The basis of this whole style, according to Newman in 
~ Sonata 1}a ~ Baroque ~. is 11 ••• motivic play". By 
this he means that there is a constant expansion into new 
themes of small motives taken from the first theme. The 
form is very loose and free as can be seen from the above 
explanation. It must be remembered that the sonata form as 
we know it was just in the first stage of development. 
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The second and third movements, there are three in 
each of the quartets, fall into two categories. Either they 
are slow, through-composed, melodic movements, or they are 
in one of the dance forms. 
There is a modern edition of Opus~ published by 
HcGinnis and Harx which includes transposed parts for both 
the ~b and! clarinet. However, except as a study piece, it 
is worthless. Originally, the part was written for~ clari-
net, and this makes the tessitura much too high for the 
other two clarinets. 
There is a modern edition of Opus Ei~ht, however, 
with no note above the first£ above the treble staff. The 
reason the tessitura of this work is much lower is because 
Dpus Eight was originally written to be played by either 
clarinet or oboe; therefore the part had to be written 
within practical oboe range. 
There is no modern publication of Opus Twelve. A 
copy of the original publication is in the Library of Con-
gress, however, and reproductions of that music were used as 
the basis for discussion in this.document. Opus Twelve is 
the b only one to include transposed parts for the ~ 
Therefore, since the composer himself wrote for the 
clarinet. 
~b 
instrument instead of for the ~. the parts lie in a good 
range for modern players. Opus Twelve is much more dif-
ficult than the other two. Stamitz must have written either 
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primarily for the violin, or with some virtuoso clarinetist 
of his acquaintance in mind. 
There are few slurs in the parts, but one suspects 
that the clarinetists of Stamitz' day added them in pro-
fusion. In one place there are ten measures of unslurred 
sixteenths. It would be almost impossible for most players 
to play the notes entirely without some type of phrasing. 
Opus Twelve probably presented no more challenge to 
the eighteenth century clarinetist than to his modern coun-
terpart. Most of the music, being largely diatonic, used 
open-hole fingerings and not chromatic keys. There i.s no 
reason 1rhy Alberti bass figures, of which there are several, 
and arpeggios on the .£• .f, and .z. chords would be harder on 
one instrument than on another. 
The music of Stamitz, to the modern ear, sounds ex-
cessively naive and unorganized. It is historically, rather 
tP~n esthetically, valuable. 
Hozart wrote a trio and quintet utilizing the clari-
net. The trio 1nll be played tonight, and so will be dis-
cussed later. The quintet was written in 1789 for Hozart's 
friend, Anton Stadler, a famous Viennese clarinetist. This 
work is justly one of the mainstays of the clarinet re-
pertoire. It is the first piece of chamber music for the 
clarinet that has lasted and is performed to this day. The 
musical worth is beyond question. 
It is an extended work made up of four movements, 
the first of vrhich is in sonata form. Hozart 1 s main de-
parture from the typical classical style of writing for 
the clarinet consists of his insertion of a modulation to 
~ minor, a highly unusual modulation for the six-keyed 
clarinet that Stadler played. 
The second movement is in binary fom, the last 
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half being a literal repeat of the first half. The clarinet 
plays a beautiful melody to the accompaniment of muted strings. 
One clarinet figure in the second movement causes difficulty. 
One of the thirty-second-note runs ends on the first £ above 
the treble staff as the last thirty-second in the measure. 
This note is the first one in the run to use a harmonic 
fingering. Therefore it blovrs ~ri th a different resistance 
from the.£ below it. The ability to play the scale evenly 
vrithout having the last note pop out louder than the rest is 
proof of a high degree of technical mastery of the instrument. 
The movement ends with one of the first examples in clarinet 
literature of the melodic use of the extreme low register. 
The third movement is a minuet with two trios. The 
second trio features a typical Austrian landler, a slow 
waltz with a heavy accent on the first beat of every measure. 
The fourth movement is a theme with five variations 
and a coda. It contains two sections which are extremely 
difficult. The first one contains a series of wide skips, 
and the second contains a fast sixteenth-note obbligato, 
which is unslurred in the original manuscript. However, 
most clarinetists prefer to slur two and tongue two notes 
because of the tempo. 
The best modern edition of the Quintet is published 
by Boosey and Havrkes and is edited by Frederick Thurston, a 
distinguished English clarinetist. Hr. Thurston changes 
nothing from the original except to add phrase markings to 
some of the longer sixteenth-note passages. The music is 
set up with logical page turns in all parts, ~omething for 
which the publishers are to be commended. 
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An entirely different style of writing for the clari-
net developed in the early nineteenth century after the in-
vention of }1filler 1 s thirteen-lceyed clarinet. This style is 
b 
exemplified by the Quintet ~ & Major, by Carl Maria von 
lfeber. Weber wrote the Quintet in 1815 for the virtuoso 
clarinetist, H.J. Bgrmann. The original publication, a copy 
of which is in the Library of Congress, has a dedication to 
Bgrmann on its title page. Since he was reputed to be the 
foremost clarinet virtuoso in Europe, Weber wrote music that 
was primarily technical in nature. 
The string quartet, with a few minor exceptions, 
serves only to accompany the soloist, instead of having a 
part of equal importance as in the :Hozart Quintet. 
The first movement, marked allegro, is in sonata form. 
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The subjects do not assume much importance, however, since 
the development makes no use of them. It is turned into a 
technical vehicle for the clarinet. Devices such as ar-
peggios, extended tonguing passages, large skips, and 
chromatic scales are used over and over. The bulk of the 
writing, however, is essentially diatonic. Even though the 
thirteen-keyed clarinet was adept at playing the chromatic 
scales, having a separate key for each chromatic note, it 
was clumsy in remote keys because there was no provision 
for alternate fingerings. 
The Quintet includes a slow movement, marked fantasia, 
a minuet, and a final rondo. There is a modern edition of 
this work available in two different forms, either as a 
quintet or as a solo with piano accompaniment. The edition 
is edited by P.X. Laube and is printed by Cundy-Bettoney. 
The editing consists of placing slurs over most of the pas-
sages containing sixteenth-notes and adding voluminous ex-
pression marks which are not in the original. Unfortunately 
the paper is cheap and the printing is rather cramped. The 
second and fourth movements are published separately with the 
accompaniment under the title "Fantasia and Rondo". 
Klose, credited with the original idea for the Boehm 
system for the clarinet, utilized his knowledge of the 
clumsiness of the Mftller system clarinet in his compositions. 
The main purpose of Klose's music was to show the superiority 
of the Boehm system over older systems. He did this by 
•~iting in fingering combinations that were relatively easy 
on his clarinet because of the mul tiplici t;r of alternate 
fingerings, but that were almost impossible on the older 
ones. A typical example of this type of writing is his 
Four-\;h .§.2.12 L1 Jlb I!,a,lor, with a string accompaniment. In 
one passage, for instance, he wrote a repeated figure in-
# # 
volving the notes ~ , ~. £ , a combination of notes that 
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forces the player of the !t!l.ller system to slide from one key 
to another vri th both little fingers. The passage is easy 
on the Boehm system. 
In the second movement, Klos!! wrote a turn >rhich 
goes across the brealc, again in such a -rray as to be difficult 
on old style clarinets, and easy on the Boehm system clari-
net. 
Rendall, in his book~ Clarinet, sums up the dif-
ference between the H"liller system and the Boehm system by 
saying that "· •• the HUller calls for nimbleness of finzer, 
the Boehm for nimbleness of wit to select the correct fin-
gering". 
Not all of the 1-rorks discussed in the document are 
musically worth;v-hile. The !!1.Q. 1J1 !, Hajor, by Eugene 1'/"al-
ckiers, will serve as an illustration. The only biographical 
material available for l;'alckiers shows that he lived in 
:Paris and studied composition under Anton Reicha, a 
professor at the Paris Conservatoire. Reicha was intimate 
with Beethoven in Vienna in the early nineteenth century, 
so presumably, this influenced his teaching. "\ITalcl~iers, 
contrary to expectation, seems to have a greater resem-
blance to Schubert than Beethoven. 
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This similarity shows up in his penchant for abrupt 
modulations in the development section. Walkiers solved the 
dilemma of trying to develop lengthy subjects in the same 
manner as Schubert: through the use of repeated modulation 
of the entire first subject. He, like the other early ro-
mantic composers, was loathe to cut his long, flowing melo-
dies into fragments. 
In the 1!1Q the first subject is played by the clari-
net with chordal accompaniment in the piano. This theme and 
its accompaniment, both devoid of interest, set the style for 
the entire movement. The main objection is found in the 
static quality of the harmony. The harmonic structure is so 
simple that chords other than I, IV, v7 , and an occasional 
diminished seventh are rarely used. The writing for the 
clarinet is mostly melodic, with a fe;r arpeg;giated accompani-
ment passages thro;m in at intervals. The viola part is a 
repetition of that of the clarinet, and offers nothing new. 
Skipping to the finale, one notes that the form is ABABA, 
which is itself a good indication of the lack of variety. 
As can be imagined, the Trio is long and tedious, and need 
not be brought back into the repertoire of present day 
clarinetists. 
One work was uncovered, however, which should be in 
the current repertoire. This is the l£12, Opus ~. written 
by Alexander Zemlinsky. Zemlinsky is remembered mainly as 
the teacher of Arnold Sch8nberg. Brahms was said to have 
expressed a favorable opinion of his early chamber music, 
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of which Opus ~ is an example. His compositional techniques 
involve the use of counter-rhythms in great variety. In 
this, one. can easily see Zemlinsky' s influence in the 
powerful rhythmic writing of Sch8nberg. 
Like Franck, his themes are in a constant process of 
modulation. The key signatures are guides for only a few 
notes or measures before the constant, restless shifting of 
tonality begins again. 
The clarinet part calls forth all the technical re-
sources of the instrument but one. There is not a passage 
demanding fast tonguing in the entire work. Possibly 
Zemlinsky knew this to be a relatively weak part of clari-
net technic. 
The Trio suffers when compared with Brahms l£12 and 
Quintet, which were written at approximately the same time. 
This, however, is not a valid reason for rejecting a piece of 
music which is not a copy of these works. One suspects that 
the major reason for its lack of popularity is its in-
ordinately difficult clarinet part. 
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The last piece of music which will be discussed in 
the first part of the lecture recital will be the Brahm's 
Quintet 111 ]. !Unor. The Quintet is the second work that 
Brahms was inspired to write for the clarinetist, Richard 
Htihlfeld. The second movement in particular displays the 
full powers of the clarinet. Brahms wrote to Hanslick say-
ing that during rehearsals the adagio vras played "· •• as long 
and as often as the clarinetist could hold out". To show 
the esteem in which Brahms held Mtihlfeld, it is related 
that Brahms would not allow the Quintet to be performed in 
London unless the promoters engaged !1tihlfeld to play the 
clarinet part because there was " ••• too much Gypsy-stile" 
in it for an English clarinetist. 
The writing of the Quintet is typical of Brahms' 
symphonic style. The first movement is so grand in con-
ception that the ideas almost burst the bonds of the quintet 
form. This movement is in six-eight time and is marked al-
legro. The opening section has a curious feature. It seems 
to be in the key of R major, rather than ]. minor, The intro-
duction in the strings is in R major, and the entrance of 
the clarinet with the first subject is on a R major ar-
peggio. There is not a clear statement of ]. minor until 
measure twenty-five, when the entire ensemble plays a forte 
~minor chord. The development section is written so that 
the clarinet becomes a member of the ensemble, not just a 
soloist outside the ensemble. Melodic fragments are dove-
tailed together with ever increasing rhythmic complexity. 
One of Brahms 1 favorite rhythmic devices, the hemiola, is 
used several times. 
The second:movement contains the section with the 
gypsy style. This section consists of a passionate melody 
that has been embellished by the addition of florid runs and 
arpeggios. The arpeggios are extremely awkward to finger, 
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being in the: key of! major for the clarinet. Also, one of 
the arpeggios reaches a top note of!# above the treble staff, 
which is a p~rticularly bad note on the Boehm system clarinet 
in !• The modern edition, published by the International 
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Music Company writes out an alternate part for the~ clari-
net in this spot. This had the advantage of lower-
# ing the high f to !~ , a good note on the horn. There are 
only four beats in which to accomplish a change of instru-
ments, however, and the editor does not suggest how this is 
to be done. In performance it is impossible to make the 
switch satisfactorily. 
The first clarinet theme in the third movement is 
very reminiscent of the allegretto section in the third 
movement of the first symphony. 
The last movement is a theme and variations, the 
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third variation being the only one which technically is 
difficult for the clarinet. It poses no particular finger-
ing problem, but it does demand that the performer have a 
good staccato. The coda brings back the first subject of 
the first movement for a few bars, and then the last move-
ment ends piano in the lower register of all the instruments. 
It is interesting to note that all of the movements end 
piano. Apparently Brahms wanted no bombast in this music. 
The works discussed in the document span two gen-
eral periods in musical history, the classical and romantic. 
The general characteristics of the music as it applies to 
the clarinet are as follows: 
A. Classical - The music is mainly melodic, in 
keeping with the limited technical possibilities of the 
clarinet. It seems to have been written for its value as 
pure music, rather than to show off the instrument. Except 
for the music of Mozart, it was written with a minimum of 
instructions to the player, he being expected to supply 
phrasing, style, and embellishments without direction from 
the composer. Mozart, apparently very articulate, wrote 
out most of his embellishments, especially in the slow 
movements. 
B. Early Romantic - This was the era of virtuoso 
clarinetists, so most of the music was written either by 
these men, or for them. The music, therefore, became 
increasingly technical and progressively lighter in style. 
The compositions featured involved melodies with profuse 
written embellishments. Regardless of the basic form of 
a movement, it usually ended up sounding like a theme with 
endless variations. Weber is a good example of a composer 
who used this style of composition. 
Beethoven, and the composers who imitated him, 
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wrote for the clarinet in a different style, which was or-
chestral in nature. Beethoven used the clarinet in his cham-
ber music much the same as he used it in orchestra, as a 
melodic instrument with not too much technical potential. Pos-
sibly he gave the development sections in the first movements 
of hls two trios primarily to the piano for this reason. 
C. Late Romantic - In the late romantic period two 
distinctly different styles developed. One was an over-
emotional style written for the salon. This music was 
melodic in character and harmonically simple to the point 
of na!vetl!. Husic of this type fulfilled. its purpose of 
amusing people without being too demanding until it was out-
moded by the increasing intellectual and social ferment of the 
approaching twentieth century. The second style, exemplified 
by Brahms, took the best of both classicism and romanticism 
and fused them into a new style, producing music for the 
clarinet which has not been equalled to this day. 
The largest category of music found for the docmnent 
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was the piano trio. 
All of the composers included in the document utilized 
the instruments of the trio in approximately the same way. 
If the violin was the third instrument, the music vras writ-
ten for two soloists who contend with each other for the best 
parts. Very often the violin waw the victor because of its 
superior range and agility. 
If the viola was the third instrument, the music be-
came a duet between two partners. The clarinet was usually 
given the malodic part and the viola the harmony. 
Clarinet, cello, and piano was by far the most pop-
ular form, accounting for over three-fifths of the trios 
found. In this combination the cello was used as both a 
melody and a bass instrument. The clarinet and cello also 
gave the composer a greater span of range with which to 
deal than did the other combinations. 
The piano had two functions. It played the part of 
a continuo, binding the instruments together and supplying 
needed harmony, and it was given any technical sections in 
the music which the composer felt were beyond the capabilities 
of the other instruments. 
Host of the composers vrho used the qusrtet form 
were not men of lasting fame. Lists of nineteenth century 
chamber music for the clarinet show more quartets than any 
other form, but almost none of the music has survived. If 
the examples exhumed for this document are typical, the 
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reasons are obvious. First, the traveling virtuoso, for 
whom most of this music was written, has virtually dis-
appeared from the modern scene, Second, the technic of the 
clarinet, as leader of the quartet, limited the flexibility 
of the strings. Third, because of a difference in tone 
quality, the clarinet usually had to be left out if some 
other instrument was given the solo part. Fourth, when the 
clarinet was left out, the resulting trio did not have the 
harmonic potential of either of the other combinations dis-
cussed in the document. 
The quintet was the most satisfactory form, judging 
from the music included in the document. First, it in-
cluded a complete string quartet, a group with which the 
composers were familiar. Second, the clarinet did not have 
to play all of the time to give full harmony. Third, the 
clarinet gave a pleasing contrast in tone color to the 
blend of the string quartet. 
The composers did not change their style when writing 
for small combinations. In general they treated the clarinet 
as if it were a member of the orchestra with which they were 
familiar. Beethoven wrote his usual melodic sections for the 
clarinet in the Trios, but did not seem to trust that instru-
ment in any but the simplest keys. As was mentioned before, 
Brahms wrote clarinet parts in his !!1£ and Quintet that 
bear remarkable similarity to his orchestral works. l·Iozart 
was the only one able to transcend the limitations of the 
clarinet of his day and realize the potential inherent in 
the instrument. 
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Mozart wrote with an innate understanding of the 
technical aspects of clarinet playing; Beethoven directed 
his thoughts only to the music, and Brahms wrote with a keen 
comprehension of the expressive qualities of the instrument. 
The choice of sonata form was the same for all three 
in the main movement of their 
struments was not. Beethoven 
works, but the choice of in-
b 
chose the ~ clarinet, while 
Mozart and Brahms chose the instrument in A· Possibly they 
chose the A clarinet at the behest of the artists for whom 
the works were composed. The artist was a necessary catalyst 
for all the enduring works discussed in this document; 
therefore it can be assumed that his advice was solicited. 
In many of the compositions discussed, the composer 
specified alternate stringed instruments for the clarinet 
part and wrote special parts for them. In the great ma-
jority of cases the only difference to be found in the parts 
was that occasioned by a difference in range between the two 
instruments. This leads one to believe that most of the 
composers, excluding those who wrote technical vehicles for 
virtuosos, felt that the choice of instrument was secondary 
in importance to the music. 
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It is impossible before 1842 to discern whether 
musical requirements forced the invention of better mech-
anisms, or whether better mechanisms enabled composers to 
utilize the instrument to better advantage. After 1842 
different conclusions can be drawn. The clarinet has not 
changed essentially since then, and yet the music written 
for that instrument has become immensely more difficult: 
witness the orchestral parts of Stravinsky and the Con-
certo by Carl Nielson, to name only two examples. Clarinet 
technic since 1842 has advanced because of musical demands, 
and not because of changes in the instrument. In fact, 
some of our finest present day clarinetists are using in-
struments that are of pre-World-I'Tar-Two vintage. 
It is valuable to re-examine neglected music lit-
erature occasionally. There is always the possibility 
that something of worth will be brought to light. Usually, 
though, it is found that long buried music of minor com-
posers is not acceptable to contemporary musicians, Many 
times it is too imitative of some great composer's style to 
have any worth in its own right. In order to survive, 
music must have qualities which transcend the historical 
period in which it is written. 
